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PREFACE 



I. 

The object of this course of musical discipline is, to assist the young 
student (whether or not he expects to become a composer) to form and to 
cultivate habits of correct melodic thought. 

It is simply a carefully graded course of exercise in melody-invention^ — not 
conception. The agencies which conduce to the transition from the former 
into the latter are touched upon in paragraphs 125 to 129, which may be briefly 
scanned, here, without harm. 

The reasons for urging such a course of technical practice upon students 
of music (general, as well as special students) are two-fold : 

1st, because ike prime object of all theoretical study in music is, or shauld 
bCy melody, A thorough apprehension of the conditions of correct melody, 
and command of its natural laws, pave the way to the full and easy reception 
of all other phases of discipline in music ; they are the only natural preparation 
for successful studies in sight-reading, harmony, counterpoint, form, instru- 
mentation and interpretation. 

2nd, because all musical practice, productive or reproductive, in common 
with all other operations of mind and body, is the result ofhabit^ and is there- 
fore qualified exactly according to the quality and energy of the habits which 
have been contracted, by accident or intention, in early life. The effort to con- 
trol the formation of these habits, and guide them as early as possible into 
proper channels, is therefore obviously the most valuable that a wise educa- 
tional purpose can induce. 

Whether there are laws governing melodic conduct, or not, is a question 
to which an answer will be found in the book itself. 

(iii) 
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II. 



It is to be inferred from the above, that the best results will be gained by 
beginning this course of exercise early in life. Not, however, as a rule, before 
the twelfth or thirteenth year. 

It may be pursued before Harmony is taken up, or entirely independent 
of the latter. But it will probably prove most efficient as collateral study, 
interlined between the exercises of any standard text-book on Harmony ; either 
from the beginning, or in the later course of harmonic study ^ in regular alter- 
nation with chapters of the latter, or interlined strictly according to subjects. 

The degree of benefit to be derived, is manifestly proportionate to the 
degree of thoroughness with which each lesson is exercised, — precisely as pro- 
ficiency in scales or any other item of pianoforte technique depends upon the 
number of times each movement is thoughtfully repeated. It is a system of 
drill, which must be persisted in until its aim, — the fixing of habits ^ — is 
achieved. For this reason, the course should cover a full year. 

The musical illustrations have been made unusually copious, because this 
particular phase of musical education is likely to be absorbed by the pupil 
quite as readily through sensuous contact with melodic sounds, as by mental 
induction. Therefore, they are to be studied as faithfully as the text, both at^ 
and awayfrom^ the key-board. 



Percy Goetschius, Mus. Doc 



BostoHy Mass, 

September, 1899. 
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EXERCISES IN MELODY-WRITING. 



DIVISION ONE. 
ESSENTIAL TONES. 



CHAPTER T. 
BiAJOR THE SOALE-UNE, BEGULAR 

1. Any series of single tones is a Melody. The qnality of the melody 
dependlB upon the choice and duration of each successive tone. The general 
conditions of good melody are: 

Coherency, throughout each chain of three or four 

successiye tones; 
Unity, in the design and effect of the complete 

melodic sentence; and 
Interesting movements, exhibiting sufficient variety 

to banish every trace of monotony. 

2. The choice of successive tones (aside from the question of durations) 
is subject, fundamentally, to two Primary Bules of melodic movement 

FiBST Pbimaby BuiiB. 

3. A melody may follow the line of the 

MAJOR SCALE, 

tipwa/rd or downward, with almost 
unlimited freedom. 

This yields the smooth species of movement called diatonic, conjunct^ 
or step-wise progression. 

6 
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EXEBCISES IN MELODY-WBITINa. 



4. Step-wise progressions are regular, and conseqnently inyariablj per- 
missible, when they confirm the natural or inherent melodic i^iclincUion of the 
so-called Active scale-steps (par. 6). 

6. The seven steps of every scale are divided into two classes: 
The l8t, drd and 5th scale-steps (those which constitute the Tonio 
Triad, or harmonic core of the key, see par. 18) are Inactive, They occupy 
the centre of harmonic repose, and are therefore inert, not moving except in 
obedience to some outward impulse. 

The others, — the 7th, 6th, 4th and 2nd scale-steps, are Active^ because 
they lie outside of this circle of harmonic repose, and are urged by their 
inherent impulse to regain the condition of rest. For illustration: 



Ex.1. 



i 



C mi^or. 



— tf» — o»— 



13 5 

InaotiTe Soale-steps. (interior) 



7" 2 4 

Aotire Soale-steps. 



i 



(exterior) 



6. The direction, and the degree of urgency, of the movement are 
dictated by the location of each Active scale-step, and its proximity to the 
nearest inactive or central scale-step, — as follows: 

(a) The tendency is most urgent in the 7th scale-step, and its direction 

is upward* 
(h) The tendency is somewhat less urgent in the Gth step, and its direc* 

tion is downward. 

(c) Still less urgent in the 4th step, — tendency also downward, 

(d) The inclination of the 2nd scale-step is evenly balanced between the 

1st and 3rd steps, from which it is (practically) equally distant. 
For that reason it need not be considered in this connection. 
For illustration: 



I rf+^-^^t^^^ife^Tu fei^J 



Ex. 2. 



C major. 



exterior interior 



7. The progression of an Active scale-step in the proper direction is 
called its Besolution. 

General illustrations: ^*" 



1. « 7 4 9. 6 4 -^^ 7 



Ex.3. 



3. 7 




4.. 4 



f n-J J- I I J^ l >4-J 




etc. 
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SXEB0ZSE8 IN ICEIjOPY-WBITING. 
(par. 9b.) 



BnTHoync. 



_ a A5. Attegretto, -^ I L ^ f II. 



m 






O. ^ndan&r. 



Besthoybn. 



=^ 



i 



aaE 



-g-y 



^ 



rSLf^ 



e3 



-r- 7 



=^=f=§5 



7. -AJk^o. 


^q 


"f~ 




m ^ 


__ ^__ 


Brahms. 


-^-^^^-^ — ^ MU 




+- 


• 6 


=^ 


n 1 


4 


^-H 



S. AUegro, 



MSNDKLBSOmr. 




11 rr tVhi 







=St3t 



1 i ' 'i 



O. Jfodaroto. 



i^ 



^ 






i 



Mbiidslssoedi. 



4: 



i 



m 



^J'U J f 



1^,* h 



4 6 4 

See alaok Ex. 5; Ex. 19, No. 3; Ex. 80, Ko. IS; Xz. 60. 



THE 4;-MEASUBE FHBASE. 

8. The smallest complete melodic sentence, called the Phrase, gen- 
erally embraces four ordinary measures. 

(a) When regular, it b^;ins with one of the (inactive) tones which con- 
stitute the Tonic Triad. These may be placed upon the first (accented) 
beat of the first measure; or one, perhaps more, beats before the first full 
measure. If the Phrase begins, thus, with one or more preliminary tones, 
their value is to be subtracted trom the final measure. 

fb) The Phrase closes with the Tonic (i. e., the key-note); upon an 
accented beat of the fourth measure (upon either accent, if a compound 
measure) ; and preceded by either of the three tones which constitute 
the Dominant Triad (see par. 19). This ending is called the Perfect 
Oadence. 
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Thns (in C-major) : 



1. Triple rhythm. 

Accented beginning. 



Bx.4. Ej 



Unaeeented heginning. 




9. Duple rhythm. 



Uir.l li i l lli il irr'h I I I I III ^ 



* These chord-Dames are ezpladned in Chap, m, par. IB, 19. 

0. Besides the step-wise progressions, up or down the line of the 
major scale according to the first Primary Bnle, it is eyerywhere per- 
missible 

(a) To repeat a Ume^ once or oftener. For example: 

JfMtoroto. 



Ex. 5. 



^ ^ 



•El^ 



i 



»=?E 



3E 



m 



^^=1= 



rep. 



rep. 



I 



^ 



rt 



It 



7 
4 Oabit. 



i 



P 



rep. rep 

See also Bx. 3, Kos. 5 and 6; Ex. 32, Ko. 3; Ex. 80, Voa. 1, 8, 9; Ex. 54. 



etc. 



(b) To progress npward or downward by the interval of a thirds i. e., 
overleaping one diatooic scale-step. If this i^ip of a third is made from an 
Inactive tone, it involves no obligation whatever. If made from an Active 
scale-step (namely, from the 7th, 6th or 4th, — as stated in par. 6 cf, the 2nd 
scale-step is not subject to cmy of the rules of active steps), the consequences 
depend upon the direction of the leap. No subsequent consideration is 
necessary if the melody makes the leap in the proper direction (from the 
7th scale-step upward, from the 6th or 4th step downward, as is to be 
done in the present lesson). For illustration: 



From Inactire tones. 



Ex. 6. 




i J I j- J i j^ u 



j^i 1 .1 J .' i T-m"^.' I ^ .' ^ ' 
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EXERCISES IN MELODY-'WRITINO. 
B. From AetiTe tonea, in the proper direction. 




^^ 



^^1 



(par. 38 b.) 



LESSON 1. 

A number of original melodies (at least one in each key), with strid 
regard to the following limitations and directions: 

(1) Only in major keys. 

(2) Withont modulations, — i. e., each melody in one key throughout. 

(3) As 4-measure Phrases, according to the models of Ex. 4. 

(4) In 2/2, 2/4, 3/2, 3/4, 3/8, 4/4, 4/8, 6/8, and 6/4-measure, successively. 

(5) The rhythm' strictly uniform, i. e., one tone to each beat, as P, T or 
f , according to the chosen measure, — excepting the final cadence-tone 
(see Ex. 4). 

(6) The scale-line, tone-repetitions, and an occasional skip of a third 
are to be employed. Of the latter, only one at a time (perhaps returning, 
as shown in Ex. 6), — not two successiye leaps in the same direction. 

(7) No violation of the natural tendency of Active scale-steps is per- 
mitted in this lesson. Each is to move in the proper direction. Examples 
2 and 6b. 

KoTB. — The work shonld be. at present, merely the mechanieal application of the given 
rules; these mles are to become habits,— formed and established, as habits are, by persistent 
systematic effort. After regular, correct melodic movement has become a habit of thought, the 
tones will soon invest themselves, more or less unconsciously, with feeling and purpose ; and all 
exceptional progressions will be likely to rectify or justify themselves. 

At the same time, the student must endeavor to hear each tone as he writes it down, without 
the aid of an instrument, and must not desist until he can thus mentally follow, accurately, every 
melodic movement. Further, each melody, when completed, must be sung, and then tested at 
the key-board,— but not until completed i the invention must be prosecuted away from any in- 
stroment* 
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CHAPTER IL 

THE SCALE-LINE, EXCEPTIONAL. 

10. It is alwajs possible to evade the Besolntion, i e., to counteract 
the natural tendency, of the three Active scale-steps, and force them to pro- 
gress in the opposite direction, bj approaching them, along the line of the 
scale, in the corresponding (i. e., opposite) direction. This confirms the 
first Primary Bule, in its fullest sense. For example: 



Ex.7. 



^=^f^f I J. J^^ I I . J^.j 3 



^M 



AUgood. 

3. Allegro. 
4 5 



irreg. reg. r^. 



Bbkthovbn. 
7 6 



r'* f ^ d 



i 



J r^^ 



reg. 



irreg. reg. 



3. Allegro. 




yi^ -^'^ 



m 



i 



-^ 



irreg. 

4. AUegretto, 

4 



irreg. reg. 



6 7 



^±} J^J qf - 



Bkbtboybn. 



i 



I I ! r 



&- 



n-^ 



Mozart. 




irreg. 
See also Ex. 47, No. 1 ; Ex. 52, No. 2. 



irreg. 



11. If approached in the direction of their Besolntion, along the scale, 
however, the natural inclination is reinforced, and must be fulfilled, — at 
present. Thus: 
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Ex.8. 



7 « 7 




good 



? ? 



good 



* Somewhat lesa objectionable, because the tendency of the 4th scale-step is less urgent 
than that of the other Active tones (par. 6 e). 

In other words, the melody, in pursuing the line of the scale upward, may 
turn back (if desired) at any point excepting the 7th scale-step; in pursuing 
the line of the scale downward, it can turn at any point excepting the 6th 
or 4th step. 

12, As intimated in par. 9 b, the skip of a third m&y be made in either 
direction, even from an Active scale-step. An obligation is involyed only 
-when the leap of a third is made contrary to the natural tendency of the 
Active tone; in which case the melody must immediately turn back, — either 
by a leap, to the preceding tone, or by step-wise progression. For illus- 
tration: i 

Skip of 8rd from Active tones. Irregular (comp. Ex. 0, B). 



? ? 




? ? 



LESSON 2. 

A number of original ^-measure melodies (at least one in each major 
key), according to all the directions of the preceding lesson, excepting (7); 
both the regular and irregular progressions of the Active scale-steps are to 
be employed. The danger of monotony, arising from the uniformity of 
rhythm, must be counteracted by variety of tone-succession; avoid moving 
about in the narrow compass of the same 3 or 4 tones, and, as a rule, avoid 
returning too frequently to the same tone» espedallj on corresponding beats 
of consecutive measures. 
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CHAPTER III. 
TSE OHORD-LINB. 



Seooio? Pbimaby Bttlb. 



13. A ynelody may follow the line of any good 

CHORD 

upward or downward, with almost unlini'- 
ited freedom. 

This yields the more vigorous species of moYement called disjunct, or 
by skip (or leap); and affords the necessary contrast with the step-wise pro- 
gressions. 

14. The "Scale-line" may be abandoned for the "Chord-line," or 
the chord-line for the scale-line, at any point in a melody, — subject to a 
few self-evident restrictions. 

15. The influence of Harmony (i. e., the construction, relation and 
Bnccession of chords) upon melody-formation is so great and constant, that 
this is probably the most vital of the two Primary Bnles. Unless already 
familiar with the elementary conditions of Harmony, the pupil must study 
the following brief exposition so thoroughly, and transfer all illustrations to 
every other key so frequently and perseveringly, as to acquire absolute free- 
dom in recognizing and employing the principal chord-lines correctly. 

16. The tones which constitute a chord are found by adding one higher 
8rd after another, to the fundamental tone which is to be the root, and the 
index of the chord (of its name, quality, and relation to other chords). 
Thus, for the "chord of C": 



Ex. 10. 



i 



p 



-3A — « — 3rd- 



^ 



dbord-root, chord-third, chord-fifth, o-e-g. 



These letters, o^-g, constitute the chord of c ; and they may appear 
representatives of that chord-line in any order. Thus: 



Ex.11. 



fe 



y^.ir-^ 



^a 



± 



3E 



etc, eta 



-— ^ 
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possible, bnt extreme. 



^^ J r I I I ' ' Mf^^ J rr f ij i 



FUNDAMENTAL HARMONIC PRINCIPLES. 

17. Each key comprises three classes or families of chords, called 
respectively the 

Tonic class; 
f Dominani class; and 

Seoond-jyomincmt or Sub-Dominant class. 

18. The ToNio glass consists of two chords, one erected npon the first 
scale-step, or Tonic note, and called the Tonic Triad or '* The One" (marked 
I); and one of subordinate rank erected npon the sixih scale-step, and called 
" The Six *' (marked YI) ; the latter is much less common than the L These 
Tonic chords are limited to three Tones,— hence their title '' l^iad." Thus, 
in C-major: 



Ex.12. 



I 



Tonio Triad, or L 
O Major. 



:3sz 



-^ 5 M 49^ 



Stones, o 



SabordioAte Tonio Triad, or VI. 
OJfajor. 



h . -s^-^^ . '' '' " " " I I 






stones, a • - e; aomewhat rare. 

19. (a) The DoinNAirr glass consists of a cluster of chords erected 
upon the^l^i^ scale-step, or Dominant. These chords may embrace as many 
as five tones, the lowermost of which (the root) is often omitted. They are 
erected and named as follows in 0-major: 



Ex.13. 






Dominant Triad, or T ("The Kto"). 
O Major, 



33: 



;;:in any order.- 



i 



stones, g - b - d 

Dominant 7th-obord, V» ( " FiTe-Sevon"). 

_ ^- 



-*- 



^ i n any order.^ 



Atones, g - b - d - f (the latter a ohord-seTenth). 
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Dominant Mh-ohord. V» ("Five-Nine"). 

_ ,^__ 



i 



-49- 



-»- 



ii 



stones, g-b-d-f-a (the latter a ohord-ninth). 

Dominant 7th, Incomplete, o^^* 

— 1^ 



-^- 



-G- 



i 



Without Root, • b - d - f. 

Dominant 9th, Incomplete, o^* 

— *• 



i 



-*e*- 



-^- 



Witliout Root, - b - d - f - a. 

(h) To the Dominant class belongs also a Triad of subordinate rank, 
erected upon the third scale-step (the m); it is so rare and unimportant 
that it may be ignored altogether in connection with melody-invention, — 
i e., it is not a ** good " chord (par. 13). 

20. The Seoond-Dominant or Sub-Dominant class consists of a cluster 
of chords erected upon the second scale-step, in precisely the same manner 
as those on the Dominant, — containing five tones, with frequerU omissions of 
the root. Thus, in 0-major: 

Second -Dominant Triad, II. 
C Major. 



Ex.14. 



3 ^. ^ 



^n any order.; 



3 tones, d - f 



Second-Dominant 7th-chord, 11^. 



oecona-rraminani Yi>a-cnoiu, xx* . JY9 



i 



4 tones, d - f - a • c Very rare. 

Snb-dominant Triad (properly, the qH^. with omitted Root). 



jS- 



eI 



Tones, o - f - a - c, called lY, for convenience. 

Sab-dominant 7th chord (properly, the qII', with omitted Root). 



a 



Tones, o-f-a-c-e, called lY ^ 
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Summary (C-major) : 

1. Tomio dasa. 



2. Dominant olaas. 



«-^ 



m 



Bare. 



imn 



I 



I VI V 

3. SecoDd-Bominant class. 



Vt 



oV» V» 



oV» 



m 



. Very rare. Bare. 
/ g — >c^ \ 



i 



n 



n» 



IV 



n» 



IVT 



N. B. — ^This table must be reproduced in every major key, daily for a time, at the 
key-board, and in writing. 

21. The few primary mles which govern the snccession, or move- 
ments, of these chord-classes are as follows: 

(a) The chords of the Tonic class may progress into (i. e., may be fol- 
lowed by) ani/ other chord of the same key. 

(bj The chords of the Dominant class can only progress easily into those 
of the Tonic class, preferably into the I, more rarely into the VI, The pro- 
gression of a Dominant chord into one of the Second-Dominant class is 
uncommon, and need not be considered in melody-invention. 

(cj The chords of the Second-Dominant class pass most readily into those 
of the Dominant class; but they may also be followed by those of the Tonic. 

22. N.B. — These rules of chord-succession fire so fuUy confirmed by the 
rules of inhererU melodic tendency (explained in paragraphs 4-6), that cartful 
observance qf the latter facUitaieSf largely, (he correct application of the former, 

23. Nevertheless, it is necessary to be fnlly conscious of the quality 
and name of the choM-lines represented by skips in the melody, and to con- 
trol their movements accordingly. 



BULES FOB SINGLE SKIPS. 

24. Each single skip must obviously represent, at present, some good 
chord. For example (C-major) : 

Boohord in (par. 19 5) 



Ez.ie. 




??? 



??? 



VI, not M good M IV or n. 

(p«r. 18) . 



??? 

rv 



??? ??? 




^ 



^^^^^m 



all good. 
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n 



KBIiODY- WKITINO. 



i'^^J-Ui^ 



!«. 



¥ 



??? 



??? 



25. With this single limitation, a leap may be made from any tone, 
Active or Inactive, upward or downward. The rule of inherent melodio 
tendencies, or Besolntions (par. 6) is, consequently, not binding upon the 
Active scale-steps during skips that constitute good chord-lines. While it 
is odioays smoother and more natural to conduct these scale-steps in the proper 
direction^ they may leap along a good chord-line, without objection, in the 
opposite direction, — even irrespective of the manner in which they are 
approached (par. 11). Thus: 

A. Step 7, regnlar. 






V V 

Irregular (but good). 




(Ex.2») 




B. Step 6, regnlar. 
6 




IV n 

Irregular (bat good). 



YI (par. 18) 




all good 



C. Step 4, regnlar. 

4 




n or VT IV 

Irregular (but good). 
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96« ^Tb« leibp of ft TViire? (caUed a '* narrow" skip), as has been seen, is 
always permissible. Anj larger leaps than this (called *'wide*' skifMs) are 
subject to the following general condition: 

AfIXT a wide skip (L e., any distance beyond a third) the melody is very 
HJody to tnm, and progress, by soale or chord-line, in the opposite direction. 
Thus: 



&18. 



^^^^ 



^ 



t ==^:^ \ 1 7 ' ^^ 



^ 



I~A11 better, 
5— a ralev 
2_the foUowiug 



tter, as — I — ^-^ 

I, than — I - -^i^ 
lowiug : ^\ ^V-A 



3. AUegretto. 




KKzn><L880Hir. 






=*^ 



i 



-y-r 



dee alao. &z. 32. iS'o. 1; fix. 36, KdS. 4. U, 18, 19. 20; E<z. 32, Ko. 5: Ex. 60. Kn. 2; Sx. 64. Ko. 3; 
£x. t5. N08. 1. 2'; Ex. 100, No. 3; Ex. 101. No. 5; Ex. 117. Noa. 11. 12. 

27. ^a^ If the toelody, bowefver, violates this rule, by continuing in 
the same direction after a wide skip along ike line of the scale, it should, as a 
rule, pass on ^ only one ste{>, and then turn. In other words, while it is 
al^vays more natural to turn back immediately after a wide leap, it is usually 
sufficiently correct to d^ se »t the second f blowing tone. Thus: 



filx.19. 



i 



Ef 



rfcr^ 



:jttml 



T^ 



X 



^ 



i: 



^i t' ' ' ^ "^ 



i 



*1) *2) *3) 

*1) Frem 4 4owa to either of these toned. *2) From/ to either of these. *3) To either. 



(b) At the same time, if the scale-tone that follows the skip in the same 
direction chances to be one of the Active tones, it is more than likely to 
assert its natural tendency and redolve properly, — in which case the rule of 
" turning, after a wide leap " will be evaded altogether. Thus: 



Ex. 20. 



•^ ^ ? ? ^^^"^ ? ? / good 



See Ex. 21-1. * 



Ex. 21-e. * 



* These two progressions are doubtful in any case, for they involve a violation of both tha 
Tule of par. 6 a, and that of par. 26. 
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28. (a) The mle of par. 26 gives emphasis to the still more binding 
and important mle, that 

It is possible to skip to anj Active tone in the direction opposite to the 
tendencf/ of the latter, namely: from any tone (thongh seldom beyond an 
octave) dotonioard to the 7th scale-step; from any tone upward to the 6th or 41h 
scale-step, — because their natural Besolntion provides for the change of 
direction after the leap. Thus: 



Ex.21. 






from oither from either 

See also par. 36; and Ex. 52, No. 6. 



from either 



(h) It must not be inferred, however, that this is necessary. It is of 
course also possible, though far less regular, to leap upon an Active tone in 
the other direction (i. e. , upward -to the 7th scale-step, and doionward to the 
6th or 4th step), though only along some perfectly good chord-line, as 
already seen (par. 24). 

29, (a) If the Active tones are approached by a wide leap irregularly 
(in the direction corresponding to their Besolntion: up to the 7th, down to 
the 6th or 4th steps), it will either afford an additional opportunity of 
obtaining the irfeg^nlar progressions given in par. 10 (Ex. 7), in keeping with 
the rule of par. 26 (*^ turning, after a wide skip"); thus: 



Ex.22. 




Donbtfol, because of the ' 
extreme urgency ( 
7tb scale-step ; par. < 



e of the \ 

of the I 

ur. 6a. r 



(h) Or, better, it will be found expedient to take advantage of the 
license of par. 27a. — ^i. e., to turn back at the second following tone. Thus: 



to either 



Ex 23. 



WT^mm 



^ 'n .a-4-- 
f**. 






^ 



i 



All better than those of £x. 22. 



30« The leap of an octave is allowed from any tone, upward or down- 
ward (according to the low or high pitch of the tone from which the leap is 
to be made). This is simply a wider version of par. 9a For illustration: 



par. 26. 



par. 27 a. 



Ex.24. 



i 



^^ 



T .f'' ITv 



to either 



^m 



^ 



i 
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LESSON 8. 

A large nnmber of original 4-measiire Melodies, in all major keys, and 
in all the spedes of measure prescribed in Lesson 1. The rhythm uniform. 
The soale-line and skips of a 3rd to be used as before; and, besides these, 
single wide skips (i. e., each wide skip followed by the scale-line, or by a 
narrow leap) may occur, according to the above rules. Sing, and play, each 
melody when completed. 



CHAPTER JV. 

THE CHORD-LINE, CONTINUED. 

31. Beyiew par. 13, and Ex. 11. If the melody is to continue, after a 
wide skip, with another skip in the same direction (contrary to the general 
principle of par. 26), it may pass into any tone which harmonizes with the tones 
of the preceding skip, — and so on, as far as the skips extend in the same 
direction. This rule represents simply the application of the second Pri- 
mary Bale (par. 13) in a broader sense. For example: 



Ex. 25. 



fe 



^.g^=-g z 



#:^ 



-o» r ^ i 



C-mi^or, I. 



"^^^ 



:t^ 



-^ 



VT oV» 



6. 



7. (par. 6 a). 



i 



— ^ # ^ - 



=f= 



-^•- 



3z: 



IZZI 



^ 



^^ 



■#• ?? ??? 
11. 



s 



rv 

O. (par. 6 a) 



n 

lO. 



■o» # ^ ^ 



^^^m. 



•^ ? ?? 



r"^^ 



(par. 19 b) 

la. 



13. 



ni good 

14. 



??? 






And the same in the 
opposite direction of 
eachflgnre. 



32. If the last tone of the faulty groups (faulty, because the last tone 
does not harmonize with the preceding tones) be desired, it may dLways be 
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reached by tuming,^i. e., it may be taken in a higher, or lower, octave- 
register. Thus: 



Ex. 2»-6. 



25-7. 



25-8. 



25-9. 



fix. 26. 



•S 



E(3H 






an good 
25-11. 25-12. 



(D 

25-13. 25-14. 



^ 



fp J •'■>j I J J 



i: 



etc. 



33, This important rule appears to have some bearing npon a single 
skip which follows after the scale-line in the ftame direction ; it is always best 
to skip thus onward to some tone which bears obvious affinity to the ruling 
harmonic impression <^ the preceding scale-tones. What this ruling im- 
pression is, depends chiefly upon the location of the accent. For illus- 
tration: 



£x. 15-3. 



Ex.27. 






m 






Ex. 16, meas. 4. 

A . A 1 



i 



#— -# 



^ 



^ 



♦ * * 



good 



good 



117 



?? 



34. The repetition of a tone (par. 9 a) arrests, to a certain extent, the 
operation of the rules of the skip (par. 26 and 31). Thus: 







good 


1 


better 






■ C' 1 


1 1 




III 


Ex.28. 




r-i-i — i 


[^^^ ^ 


1 M 








i.J, ':=— • 




1 f 


-=^ ^= 1 1 



rep. 



best 




rep 



35. The most objectionable progression is, probably, that of the aug- 
mented fourth, — formed in major by the leap from the 4th scale-step up to 
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the 7th step, and vice versa, from the 7th scale-step dovm to the 4th step. 
Thus: 



Ex.29. 



t 



??? 



??? 



This progression is checked, in each case, both bj par. 6 (the inherent ten- 
dency of the first tone), and by par. 28 b (the irregular leap to an Active 
tone). It is, however, possible to justify it as derivation from the line of 
the Incomplete Dominant-7th chord (Ex. 13), if it is an entirely obvious 
image of the chord-line. Thus: 



Ex. 30. 



i 



good 



-»nd- 



^ 



oV' 



i 



better 



beat 



=f= 



*^^ 



Y^ complete 



^^=i=^ 



Comp. B». 17 ft SI. 



36. The skip of a seventh is onlj adyisable when it oconrs either in 
keeping with par. 28 a; or as derivatiTe of the Dominant-Tth chord-line. 
Thns: 



Ex.31. 



'm 



W- 



^ 



% 



^^^^ 



W 



i 



VT i 

Possible, bnt hazardous. 

? ? 



?? 



??? 






=|i=: 



^ 



to either 



IVT 



AUegto, 



SuBDieTsnf. 




^—^- 



>^ 



i 



O. V» 



in 



37. A succession of skips describing the line of some chord (as in 
Ex. 11), should, as a general rule, coincide in extent with the fundamental 
rhythmic groups^ i. e., embracing in duple measure 2, 4 or 8 beato, in triple, 
measure 3, 6, 9 or 12 beats. In this way the chord'im2^e& will confirm, and 
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even serye to indicate, the rhythmic design. In other words, the chord-line 
•extends, usually, only to the end of a rhythmic group (through a half 
measure or whole measure) and is then exchanged, at the following accent^ 
either for a new chord-line, or for the scale-line. It must be understood 
that this, however, is only a general rule, subject to many obvious modifica- 
tions. For illustration: 



SCHUBBRT. 




I V7.... I. 

1/s meaa. i/^ meas. ^/i meas. 




f3 



fe 



SCHUBBBT. 



I 



• jji^'V.U* '^ ^0 



=?=^ 



G. 



1/2 meas. 



scale V I. 

i/s meas. ^/^ meas. 



VT 



3. AUegro. 



SCRUBEBT. 



u itj J^ I ;tj ^ I ^" ^mt^U r \ n\ fj^\ ^ 



C. I — 4 measures. 



. V I 

1/9 meas. 1/3 meas. 



4:. AlUgro. 



Vebdi. 



i 



nJ J]lrV]rJh'J ^^ 



:ft 



G. Each chord-line 1/3 measure. 
5. Allegretto, 



W^ 



W 



■4^^ 



E. I Yf I 

Ckanii^ of chord-line at each accent. 



V» 



i 



n 



m 



^ 



Brahms. 



-4- 



^ 



I I I V» I 

See also, Ex. 36, Ko. 10; Ex. 52, No. 6; Ex. 61, No. 2. 

38. All melodic formations of four consecutive tones, to which the 
above rules of the skip do not appear to extend, must be controlled by the 
regulations of chord-stuxeasion; for there are many places in a melody where 
the influence which Harmony exerts over melody is peculiarly manifest 
(par. 15), especially when the location of the accented tones is considered. 
Among these formations may be classed: 
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(a) Certain stLCceBsions of skips in opposite directions. For example: 



(par. 21 b.) 

A 



Ex.: 



=i l4=g= 



?? 



?? 



better 

A 



^I T"^-^^ 



Yr 



U. 



V^. 



IV.... 



VT.. 



VI 



good. 



ii 



?? 



good 

A 



r.*^^^ 



I 



^E 



7^=^i^ 



-g #^ 

v.... I... 



VT. 



vr 



IV.-.. 



^5^ The interception of the Besolntion of Active scale-steps (par. 7) by 
interposing an unaccented tone between the Active tone and its resolving 
tone. Here, the location of the tones in the measure is of dominating 
importance, as no other than unaccented tones can safely be inserted. If 
two tones are interposed, the Besolution mat/ be evaded altogther. For 
example: 



Ex.34 



m 



A. AUgood 

* A- 






V 
V. 



V... 



V 
V. 



s 



Permissible 

A 



m 



better 

A 



^^ 



?? 6 



I 



^^ 



Ex. 2. 



Ex.2. 



IV 



possible. 
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I 



-V 



Bkkthotim; 



i 



-tr 



:^s^ 



H h 



i 



^-¥- 



z^ 



r»- 



Beethovek. 



fe 



Bbbthovett. 

4 9 



WRfTT^I^ 



■t-<-^- 



(Ex. 36, No. 3) 



(Ex. 36, No. 8) 



s 



Bbahms. 

7 8 



• 5 



^c^ Snccessive wide leaps which represent the aUemate presentation of 
the tones of two different (contiguous) melody-lines. Thus: 



1. Any Tempo. 



Ex.35. 



:<^ 



$^^^^m 



May be I 

represented - 

: correctly by : I 



^ 



nnn fhr 



^^ 



m 



^ 



4:. 



^ 



-etc., etc. 



1 






-fe=^-H -# 



It^ 




See also, Ex. 52, No. 6; Ex. 62, No. 6; Ex. 95, No. 5; Ex. 117, Nos. 7, 8. 

39. N. B. — Pupils who are not yet sufficiently familiar with the chords and the 
rules of chord-succession, are likely to find these minuter distinctions confusing. If so, 
they may omit this last paragraph, — or any other troublesome paragraphs, — for a time, 
with perfect safety. Such confusion can only arise from the use of the irregular and 
exceptional phases qf melodic treatment. If the student will avoid these, and limit him* 
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self for awhile to the fetncx oDBervanoe of the fundamentsi rules, and the regular modes 
of melodic condact, he can encounter no difficulty or embarrassment: namely, the two 
Primary Rales, paragraphs 3 and 18, — 

Movement along the Scale-line or Chord-line' 
and, besides these, paragraph 4, — 

Proper Resolution of the Active Scale-steps; 
paragraph 10, — 

Overcoming natural tendency, by approaching the tone, along the scale, in co]> 

responding direction; 

paragraph 24, — 

Each single skip representing some good Chord-line; 
paragraph 26,— 

Changing the direction, after a wide leap; 
paragraph 28 a, — 

Approaching an Active tone in the direction opposite to that of its Resolution; 
and paragraph 31, — 

Successive leaps in same direction representing a good collective chord-effect. 

These few rules practically suffice for primary melodic conduct, and, once firmly 
established in the mind of the pupil, as h4ihit$ of melodic thought, all exceptional and 
irregular forms of melodic succession will be found to follow as a matter of course, and 
regulate themselves, sooner or later. 

Additional miscellaneous illustrations of all the foregoing chapters; the 
figures in parenthesis refer to paragpraphs: 



1. Andante. 

(par. 13) (9 a) 



(13) 



Schubert. 
(3) (6 a) 



£x,36. 



i? 



:g^ -4— #— fi=g= 



t — tr: 



fe--»=» 



^ 



St» Moderator 
(13) 



Cbord-line Rep Ch.. 

(66) 



I^MM 1 1 I 1 



-t: 



i 



Rep. Ch..... Scale. 

Bkahmb. 



^ 



i 



_^_i- 



^ 



T 



-^z 



i 



Chord So. Chord. 

3. AUegrettoi, 
(13) 



Scale. 
(6c) 



3^ 



± 



X 



« m 



2=it 



Chord Sc. Chord... 

(37) (37) (37) (386) Bbbt^OVBN. 



^^^ 



i 



T"^ 



^f^^ 



So. Ch. So. Ch. Rep. Ch. 
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4. AlUgreUo, 

(13) (9a) (36) (60 



BSBTROVIS. 



(10) 



(66) 



i 



^^ 



IS 



s- 'p- * f ^ 



Ch So. Bep. Ch... 



So. Bep. Ch So. Bep Soale.. 






Cli. Bep. So Bep. 

Bbbthoybn. 



i| ^^ttT^?j^T^T^ lyjT^b^ 



i 



(13) 
Chord 



O. Allegro. 

. (13) 



.So. Ch.. 



. Scftle.. 



(9a) 



Brbthovkn. 



i 



i 



s 



-x-» 



^ 



-# — «> 



-^-+1^ 



■tf»- 



■Z^. T^ 



Chord.. 



7. Allegro, 
(13) 



.. So. 
Bbbtbovbw. 



^^^ 



i 



-^- 



Chord.. 



8. Andante, 



P 



(9a) 



(9a) 



^i=3^ 



SL 



(8) 



BSETHOVEV. 



^ 



^^1 



fc^ 



^-i^->^ 



(6 c) 
(The farther aualysis is left to the etadent). 



O. Allegro 



(866) 



Bbbthoybn. 



^ 



=P==4E: 



I 



^ 



f=^^=*^ 



# •* 



(10) (9a) 



10« Larghetto. 



(66) 
Bebthotbk. 



(37) (87) (87r ^ ^^'"^ 



11. Fivoee. 



Bach. 




^ — # — I — #-j- 



*i I I 



^^^•n ii II 
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19. XodtnOo. 



HOSART. 




in.Lenio. 



Chopin. 



i 



Ito 



..(2a) 



gjfc I J J .G 



^ 



i 



^s 



ao) 



lO. Maestoso. 



m 



ri^-H^^'VT 



P 



ij^_^i< £ 



^ 



-#-s- 



-^ ^ 



(10) 



d^ 



MsxDKLBSomr. 



ffj^^ 



=«=5: 



I 



J 1] ' f i I f c ^ 



17. Andante. 



B068IRI. 




lO. Attegro. 



(30) (380. 



Hatdit. 
.) 




r]L/ l L;'1^J l j * 1 



(36) (26) 
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)90« AUeg ro. 



* 


.V^?H^- 


-r-r 1 


# — 






• 


1 1 r r i-i 


# 


™ l.j ^^- 


r 


t ■■ 





■|- 


— 1 — 


^ ' r n 



(Ex. 106) (13, and (26) 



BEBTUOYBir. 



i 



£fc=:1=f=?fc 



. ^ * 



=?E=r^ 



i 



P 



See also, Ex. 96, Kos. 1, 2: —and examine " Toxr-Rblatioks " (G. Schirmer, N. Y„ 1900), Le8-> 
sou 10, all; Lesson 13, all; Lesson 22, Nos. 2, 3 and 5. 



LESSON 4. 

A large number of 4-measure melodies, in all major keys, and in all the 
species of Measure prescribed in Lesson 1. The rhythm uniform. The 
scale-line and ehord-Hnes to be employed, in the most comprehensive man- 
ner, according to the given directions. Recollect, and apply freely, par. 9 a 
aod par. 30. Review the note to Lesson 1; and par. 39, thoroughly. 

Sing, and play, each melody when completed. 



Such melodies of these first 4 Lessons as have been corrected and ap> 
proved by the teacher, may be harmonized, by those students whose knowl- 
edge of Harmony enables them to perform the task successfully. 



CHAPTER V. 



MINOR. 

40. The true minor mode, that is, the karmonie form, corresponds to 
the major scale of the same key-note, excepting that the 6ih and 3d scale-- 
steps are lowered a chromatic half*step. Thus: 



Ex, 37. 



i 



C -major. 



-a- 



W 



-^ 



-^- 



Z\l^r 



'^E^r^ ^ 



C -minor, liannonic form. 
The same in both directions. 



i 



s 



i 



5^ 



It 



sa 



i«: 



-^-^-^ 



-?•- 



T 



• ■♦ 



Signature, 3 flats. 
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All melodic and harmonic movements in minor are regulated upon the 
basis of ihiSy the harmonic, form of the scale. Before proceeding farther, 
the stndent must familiarize himself absolutelt/ with this derivation. Every 
minor scale must be written out, according to Ex. 37, and played repeatedly. 
And the table of Ex. 15 is also to be written out in every minor mode (with 
lowered 3rd and 6th steps). 

41 • All the Scale-conditions and Chord-conditions of the major mode, 
explained in the preceding four chapters, are therefore simihrlt/ valid for 
mi7ior, — with a few self-evident limitations, as follows: 

42* The most nofteworthy limitation for minor melodies, it an excep- 
tion to par. 10, as far as the 6th and 7th scale-steps are concerned. These 
should not appear in immediate succession, as a very general rule. Ex. 7, 
measures 1 and 2, are therefore only valid in C-major, — not in C-minor 
(Ex. 7, measure 3, however, is not involved in this restriction). Thus: 



??? 6 



£x.38. 




6 ??? ' 



j -j hi.^ 



i 



C-minor. The flat is inserted before a for greater clearness. 



This also affects a portion of Ex. 17, Ex. 20, Ex. 22, and a potion of 
Ex. 28,— wo others, 

43. This succession is nevertheless possible, though very rare, as obvious 
derivation from the chord-line of the Diminished-7th chord (i. e., the Domi- 
iiant-9th chord, in the minor mode, incomplete, — Ex. 15, chord no. 7, with 
uf). Thus: 



'Chonj-im;: ' n^ ■! netterpar.Z8a): , 

|.feLuJ.i^. f i r »-oJ J I J i-ti p ^^a 

C-minor. oV» nV» tt"'^ 



Ex.: 



44. Further, — an additional augmented fourth occurs in minor, formed 
by leaping from the 6th scale-step up to the 2nd step; and vice versa, from 
the 2nd step daum to the 6th step. Thus: 



Ex.40. 




BThe flat before a is, 
of course, superfluous. 



??? 
C-minor. 



??? 



This progression, like that of Ex. 29, is checked either by the irregu- 
larity of carrying the 6th scale-step upward (par. 6 J), or of leaping down 
upon it, in the direction of its Resolution (par.' 286). 

And, like the former, and like the irregularity of Ex. 38, it is possible 
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to justify it as obvious derivation from a chord-line, -<-^tber from that of the 
Diminished-Tth chord (qY^ in minor), or from the II. Thus: 



m 



* Chord-line. 



' Chord. 



r #^ 



better: 



l l Ji'VjU-JifN 



EZ.4L 



±t 



itat 



C-minor. ^j^ | either. 



45. Further, — the well-nigh intolerable interval of the augmented fifth 
occurs, in minor, in leaping from the 3rd scale-step up to the 7th step, and 
vice versa. Thus: 



Ex.42.g M-znz ^ g^ d^— b=a 



?? ? ? 

C-minor. (III?) 



???? 



This error is checked by several rules, — par. 24, par. 286, par. 6 a. 

The leap from step 3 down to step 7, on the contrary, is perfectly good 
(par. 28 a). But the leap from step 7 up to step 3 'had better be avoided 
(for the present), as it represents a very improbable chord. For illus- 
tration: 



Ex. 43. 




good 
C-miuor. 



(IH) 



N. B. — Every musical illustration given in Chapters I to IV is to he reviewed and 
tested in the corresponding minor key (explained in Ex. 37). 

Additional general illustrations: 

1. AUegro, Mendbimohh. 



Ex.44 



^ 



■^ — •- 



rn^-i 



t=P 



4^ =;= ^ 



I 



Lpar. 31— 
£-mlnor. 



(Ex. 31). 



a. Adagio. 
rP»r. 13- 



' Exrt. 40, 41. ' 



BUBINSTEIN. 



^Sfj-iU-^^^-PiJ^W JUTTjjl^^ 



C-minor. Lpar. 3, 
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81 



BUTHOYSN. 



m 



"mn 



^ 



1 



4 ^ ' >^ 



Ex 48 
C-minor. I 1 



etc 



C-minor. Sx. 89. 



etc. 



O. Xento. 



(par. 87) 



SCHUBBItT. 



^imr. oil ^ ^ |JL 



C-minor. 



See alM, Ex. 55. Ko. 8; Ex. 63, Ko.8; Ex. 85, No. 1; Ex. 120, Nos. 5, 6:— and " Tonb-Rklatioxb," 
Lesson 11, aU; 16» No. 7; 18, No. 7; 21. Na 4; 22, No. i. * 



LESSON 8. 

A large number of ^-measure melodies, in all the ionob kejs, and all 
the species of Measnre prescribed in Lesson 1. Bhythm uniform. All 
details precisely as in Lesson 4. Avoid monoUmy. 



CHAPTER VL 

DIVERSITY OF RHYTHM. REGULAR 

46* The rhythmic effect of a melody may be heightened by employing 
tones of different Hme'Valnes (instead of uniform beats, as in the preceding 
chapters). 

(a) The disposition of these values is Regular^ 

When the comparatively longer (L e., heavier) tones occupy 
the accented beats, or accented beat-fractions ; and, vice versa, 
when the comparatively shorter (i. e., lighter) tones occupy 
unaccented beats, or beat-fractions. Thus: 



Ex.45. 



2 

4 



etc 



regular rhythm 
Q A A ^ I A A ^ 

I J J J. / J J n L ^ n 



J n J J -n J -n -n 



eto. 
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M. ^ AA lA ..lA A "I 

I J. J J J J |j J. j^Ij nj n\ 



J. ; J n 



J --J ^, 7^ 



eto. 



6 

8 



J. J / J. -tt: J /-T3 J. rr3 



ete. 



^5j Uniform divisions of an entire measure (i. e., nniform beats, or 
beat-fraotians) aUd always regular, also, beeause tkej do not ooatradict the 
%bove conditions. Thus: 



^«.inn\in^ n\im^jj 



eto. 



47, It iis generally advisable to avoid using eltreme time-yalties in the 
4kiae Phrase-melody. For instance, in 2/4 or 4/4 measure, J -notes (as sum 
of two beats) and ^^- notes (as simple division) may both occur; — oocaswnaUy 
also a dotted half -note, or a 16th-note; but the whole note would be rare, and 
32nd-n(i|es almost out of the question. In other words, the beats indicated 
in the signature should constitute the fundamental or average time- value; 
this may be augmented by one or two (rarely three) additions^ or diminished 
by one or two divisions. 

The melodies fdiven in Exb. 3, 7. 32 (excepting: Nos. 1 and 5), 34 and 36 (excepting Nos. 10. 
11) are all constructed hi tejtolar rhytlim. They are to be carefully J*Vi«w%d, from this stand- 
point. See also, " Tone-Kelations/* Lesson 18, Nos. 1, 4, 5, 8; 22, Nos. 1. 2, 6; 30, Nos. 1, 4. 

48. Rhythmic diversity is derived from uniform rhythm by the fol- 
lowing methods: 

(a) By employing the dot; 



I J J j = j./j; I J j = j./; n-n 



etc. 



(h) By any other process of lengthening one or more of the original 
tones; 



I rn 



LU 



= ; -r 



J. J/TTs 



eto. 



^Further, diversity is f^rocured — 

(c) By placing less or more tones in a measure than the fiumber of its 
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fundamental beats', for instance, in 3/4 measure, less 6r more than tiiree 
tones. The first gives addition, the other gives division, of beats. Thus: 



I J J J 



uniform 



J J 



2 tones 



J. \j J n 



4 tone) 



J. / -n 



4 tones 



J n Tj '^ J iTi m 



stones 



rarely 



J 



Stones 



7 tones 



# 



6(0. 



The "triplet" will be regarded, at present, as 6/8 or 9/8 Measure. 

49. Bests ^r^resent, commonly, the suppression of a portion of one of 
the original tones; — generally an unaccented fraction, ia which case the Best 
/dlaws the tone; sometimes, however, an accented fraction, in which case the 
Best precedes the tone which it represents, and as the equivalent of which it 
is to be treated. For illustration (the slurs indicate which tones the rests 
are borrowed from) : 



Ex.47. 



1. AUegro, 



mt \ rH^ji 



staccato. 



■r'Ff 



m 



^3S±^^^ 



- A^ — and 



s 



iS 



B 



*>y — ■ 

HK!n)KT;BSOnH. 



■ —^ ■ 



m 



^ 



3, AUegretto, 



Bkbthovbv. 




I)-m%)or. 



See also, Ex. 66, No. 2; Ex. 59, Ito. 8; Ex 87, No. 2; Ex. 05, No. 4; Ex. 102, No. 3; Ex. 106, 

No. 5; Ex. 117, No. 9. 

The employment of rests (which must be veiy sparing, at present) is 
subject to no other rule than that they must never be permitted to sever 
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the continmtj of the Melody; if used under conditions that presenre or 
restore the coherency, or perhaps even emphasize the structural unity of 
the sentence, they are certain to be permissible and effectiTe. 



LESSON 6. 

A. Take a number of the melodies invented in preceding lessons, in 
uniform rhythm, and diversify the rhythm in regtdar forms according to 
par. 48 a and b (without altering the number of tones in the original form). 

B. Invent a large number of new melodies with diversified rhythm, 
regular y as shown in par. 48 a, 6 and c. A veryfev> rests may be inserted. 

Employ every species of Measure prescribed in Lesson 1; and write 
aUemately in the mc^or and minor mode. 

Be careful to make all shorter tones etsential (see par. 100). 



LESSON 7. 

A number of four-measure melodies in 9/8, 9/4 and 12/8 Measure. 
Bhythm diyendfied, regtdar forms; different major and minor keys» b1* 
temately. 

Such melodies of these two lessons as have been corrected and approved 
hj the teacher, may be harmonized, by pupils in Harmony, 



CHAPTER YIL 

THE PEKIOD-rORM. 

50* The "Period" generally embraces 8 measures; that is, two phrases, 
of 4 measures each. The first of these is called the Antecedent, the second 
one the Consequent Phrase. 

61. (a) The Antecedent Phrase begins exactly like any single Phrase, 
according to par. 8 a. But it ends, not with the Perfect cadence (8 &), but 
with a so-called Semicadence, — upon an accented beat of the 4th measure^ 
with either one of the three tones which compose the Dominant TViad, 

(h) The Consequent Phrase follows, usually beginning on the same beat 
"with which the Antecedent began, and ending, like any single Phrase, with 
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the Perfect cadence, — npon an accented beat of the final (8th) meaanre, with 
the Tonic note. Thns (in C-major) : 



(Accented or ttnacc. beg.) 



Ex. 48. 




Semicadence. 



2. 3. 



1^4.— r 6 — =« — -7.— ;• 



Perf. Cadence. 



4- 



V I 



m 



52* 111 the first few examples invented, the Consequent Phrase must 
correspond to the melody of the Anteiiedent, excepting the last 3 or 4 tones; 
these always differ, because of the diversity of cadence. The formation of 
such Period-melodies is called '* parallel construction." For illustration: 



Ex.49. 



1. Antecedent Phrase. 

zri* 



^^T^tn W ^ ^ ^ ^^ 



:±:Sz 



A-minor. 



Consequent Phrase. 



SCHUMAXir. 

8. 

i5Z 



Like meas. 1. Like meas. 2. Like meas. 3. 



Like meas. 1. 

3. Antecedent Phrase. 
1. 



c^ yta-fT^ 



m 



i^ssS^ 



:p=5 



Z3t±: 






Tt^^ 



A-maJor. 



(Ex. 23). 



m 



« 



Consequent Phrase. 
5. 



Bbbthoybn. 



^ 



i 



-^#-2- 



^ 



Like 



Like meas. 2. 
See also, Ex. 52, Ko. 1 ; Ex. 53, No. 2. 



53. In each succeeding example, the extent of this similarity between 
the Phrases is to be diminished gradwjiUy^ — more and more tones in measure 
7, then 6, and then 5, are to differ from those of measure 3, then 2, and then 
1; until, finally, the entire Consequent Phrase is independent of its Ante* 
cedent. This ultimate formation is called the Period of "contrasting con* 
struction." Thus: 



Ex.50. 



E 



Antecedent. 



w- 



W^^ 



^ 



6-m%jor. 
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Consequent. ^^hh^^^^ ^t^a^mm^m^^ FOLX-SOKG. 



i 



D 



X 



See also, Ex. 54: £x 55, Ko. 2; Ex. 129, No 1. 

The appropriateness of a brief Best at the cadences is demonstrated in 
both of these examples (49 and 60); see par. 49. 



LESSON 8. 

A large number of 8-measure melodies, in Period-form, according to 
par. 51; at first, several in parallel constiniction (par. 52), and then gradu- 
ally more and more contrasting (par. 53). 

Khythm diversified (but regular) ; all the species of Measure prescribed 
in Lesson 1 ; different major and minor keys, alternately. An occasionai rest 
may be inserted, chiefly at (after) the semicadonce. 

Beview the note to Lesson 1; and par. 39. Avoid monoUmy. Sing, and 
then play, each melody, when completed. 



After connection, some of these Period-melodies may be harmonized. 
Wliere the construction is parallel, the harmonization of the Consequent may 
4iifer from that of the (melodically similar) Antecedent. 



CHAPTER YIII. 

IBBEGULAB BHYTHM, 

54, Beview par. 46 a, thoroughly. 

The disposition of various time-values is Irregular, when the conditions 
of Begular rhythm are violated, namely. 

When the heavier (comparatively longer) tones in a measure oc- 
cupy comparatively light beats or beat-fractions of that measure; 
and, vice versa, when the lighter tones (brief, subdivisions of beats) 
occupy comparatively heavier pulses in the group. 

For illustration (the regular forms, Ex. 45, are here repeated, for com« 
parison) : 
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rejpilar — irregular TTTT^ 

re||;iilftr irregular regular 

y=7=7=i n I T7=s -FT3 1 y^ n . |. 



irregular. 



regular irregular TTTT^.^ regular 

alightly irregular irregular 

„ A A I A I A I A ■ 

regular 

A I A I A I ■ '^ I A I 

J J |j J. /I J J Ji.jl/]j 1;^ J J I 

inegalar. ."TTrr 

yii j:\yTni\i\) J i\) Jh 

^ A A I A A I O I ^ '^ I 

C)^^ J J |J J 71 1 •♦-"•"i I J J J I 

regular sligli tly irreg. 

J -n j./Ij j.|j j j|>j j j /h 

irregular 

ftAA lAA I t ^ ^1 

(''>%}. J / 1 J . -ml- I J / J . I 

regular irregular 



In other words: if the tone npon the first beat (or any other accent) is 
longer than, or at least as long as, any other tone in the same gronp (measure), 
the rhythmic disposition is Begnlar, — otherwise Ii-regnlar. 
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55* The degree of irregnlarity depends, of course, npon the degree of 
discrepancy between the length of the tone and the comparative dynamic 
quality, or length, of the beat or beat-fraction npon which the tone is mis- 
placed. For instance, upon a pulse entitled to an 8th-note only, it is more 
irregular to locate a ^-note, than a J -note. In Ex. 51 c, measure 5 is more 
irregular than measure 6, or measures 3 and 4. 

56. (n) Irregular rhythmic figures are never objectionable, excepting 
uJien isolated, — and not always positively wrong, even then, though usually 
BO. In other words. 

An irregular rhythmic figure may always be justified by recurring; — 
either immediately, in the next following group or measure; or in 
some, not unreasonably remote, corresponding measure; 

namely: measures 1 and«3, or 2 and 4, of the four-measure Phrase; and 
measures 1 and 5, 2 and 6, 3 and 7, or 4 and 8 of the eight-measure Period. 
Eor example: 



,62. 



si 



1. Moderate. 
1. 



2. • 



# (B 



^ 



I — ineg.— 
D-minor. 



S^ 



-J rectified, in fol- 
lowing measure. 

6. 
-# • , 



^ 



t 



^ '■ 



V 

ScHUMAmr. 



f f I f r r I I 



# par 



m 



recurrence in corresponding measures. 
a. Allegretto. 



(par. HO a) 
Hbkdklssohn. 



m 



^ 



i 



^ 



-8>- 



■^^^ 



O-maJor. L_irreg. 
3. Lento. 



J Lrectifled by recurrence.- 



4L ^^4 



m.r::' ^ 



W 



s 



^ 



^^"- 



J V 

Chopik. 

t 



I 



eta 



L_irreir.- 
B-minor. 

4e» AUegro. 



recurrence in 
sponding 



Wagneb. 




I — irreg. 
C-maJor. 



O. AUegro, 
(Ex. 21-2). .#.«.#. 




C-mi^jor. 



irreg.. 



Digitized by 



Google 



BZBBOISES IS BfELODT-WJUTUlO. 



39 



Wagkbb. 



'- h — ^ 



:?=#= 



m 



i 



recarrenoe, oorre- 
sponding measare. 



^ 



e. AUegretio. 
(par. 37) 



^^^ 



-n^f^ 



Besthoybn. 



I r J II 

•♦ eto. 



P. Liireg.— I Lreoarrenoea.-. 
7. J.ndante. 



HXndkl. 



^ 



^ 



i 



-r^ 



Q. Urreg.- 
8. Fii^oroM. 



J LieonxT.- 



^ 



£ 4L-- ^ 



Schumann. 



Mrji fj i rj ' MLiT" ii 



C Urreg- 



J L. 



-recunenoea.. 



O. AOfl^o. 



Bentbovxn. 



E^^^ 



r; . jv 



p:i^ 



axiz 






^r=§ 



^ ' Sa U 



t — irreg.. 



See aLso. Bz. 36, No. 10; Bz. 54, meas. 6, 7; Bz. 58, No. 5; Bz. 92, Nos. 1 and 2; Bz. 80. No. 2; 
Bz. 100, No8. 2, 7 ; Bz. 117, No. 11 ; Bz. 129, No. 13. 

Bzamine •« Tonn-Bblations/' Leeaon 13, No. 4; 18, No. 2; 32, Nos. 3 and 4: 35, No. 3.) 

(b) IlliistrationB of a very common rhythmic irregnlaritj in triple 
measure, which appears to demand no justification (^ ^ P), are fonnd 
in Ex. 32, No. 5 (end); Ex. 55, No. 2 (end); Ex. 56, No. 2 (end); etc 



^ LESSON 9. 

A large number of ^-qieasnre and 8-measnre melodies, with Irregular 
rhythmic measures, according to the above rules, — ^particularly par. 56. It 
will be well to limit this exercise to occasional rhythmic irreg^ularities, 
introduced in Phrases or Periods of an otherwise regular and simple design. 
JExtreme irregularities (par. 55) should be avoided. 

Use the varieties of Measure prescribed in Lesson 1; different major 
and minor keys, alternately. 

At first, experiment with former melodies, modifying their rhythm 
without altering the tones. Then invent new ones, with immediate ref- 
erence to Irregular rhythm. 
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CHAPTER IX. 
EXCEPTIONAL SEMIOADENOEa 

57. The Semicadence, in the center of the Period-form, may be made, 
somewhat exceptionally, npon some other than the tones of the Dominant Triad 
(prescribed in par. 51 a). 

Any scale-step of the prevailing key may be chosen, thus to end the 
Antecedent Phrase; but it is well to avoid the key-note itself, as this is 
needed for the final (perfect) cadence. For exMnple: 



Ex.53. 



i 






J J # 



^^ 



O-mi^or. 



"AuldLangStne." 




F-miOor. 



l ^ v J r_J-|:^ ^ 



' HoMB, SwBET Home." 



^ 



il 



In Ex. 52. No. 5, the cadence of the first Phrase is made upon the Tonio ; this is very excep- 
tional, but, of coarse, possible. 

68. Further, the semicadence-tone may occasionally be shifted to the 
second beat of the group, especially in triple measure (3/4, 3/8, 6/&), instead 
of falling upon an accent (first beat of the group) as prescribed. In this 
case it should, as a rule, be preceded (on the accent) by the next higher, or 
next lower, scale-step, as obvious grace-note. Thus: 



Ex.54 



^ 



t 



e 



G-migor. 
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r±^ r^l 



TOLK-SONG. 



i 



(par. 565). 



=#=?: 



=t=4= 



I 



=1=^ 



-# 0- 



^ I ^ :t: 



-* * 1-*^ 



tr 



(Ex. 21-1). 
See also. Ex. 36. No. 14; Ex. 57, No. 2 ; Ex. 58, No. 1. 



LESSON lO. 

A nnmber of S-measnre melodies in Period-form, with the exceptional 
forms of semicadence explained above. 



CHAPTER X. 
SYNTAX OP MELODY. 

59. The succession of tones in a Phrase or Period-melody, may be 
determined by a broader consideration than the application of given rules 
to each single unit of the melodic succession; namely, — by the principle of 
symmetrical recurrence, applied to an entire group of consecutive tones. 

The recurrence, or reproduction of the group, may assume the form — 

(1) Of an exact Befetition; or 

(2) Of a Sequence. 

60. The ** Repetition *' is a literal recurrence, upon the self -same sccde- 
steps. Thus: 



1. Moderate, 



F0LK-S0N<3. 



Ex.65. 



^^ 



SE 



-^—»- 



:t=t 



A-jL-t- 



group 



, repetition 



i 



a. AXUgretto. 



1 r I J I "r — 



& 



t^ 



-1 r 



^ 



A. L 



jrronp 



rep. 






BBAHM8. 



I 



s 



J (par. 56 b) 
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3. AUegnUo. 



BitAHMt. 



i 



fe^ 






i: 



1 



Q 



C-mtaor. ig^'P 



. , repetitiou 



(isolated rhyth. irreg.). 



61. Tlie ** Sequence " is a reproduction of the group of tones upon 
oiher scale-steps^ a certain interval-distance above or below the original tones. 
Thus: 



£z* 66. 



1. ModenUo, 



MEKDBLSSOHlf. 



m^ 



=«: 



ZiUMZ 



3cz: 



■# — #- 



D. I 



group 



_J I 



sequence 



^ 



-»*-* 



^x^ri: 



D 



3 steps higher. 



1 



Bbahms. 



^m 



i 



-»^^ 



^ 



£. I group 



sequence 



(par. 666) 



1 step higher. 



62. The initial group or figure, to be reproduced in either of these 
ways, may be of almost any length; but it is frequently exactly one measure, 
and, in any case, it is almost certain to correspond to the fundamental rhythmic 
groups, i. e., to include 2, 4 or 8 beats in duple Measure, and 3, 6, 9 or 12 beats 
in triple Measure, — similar to the conditions of par. 37 (which review), and 
for the same reasons. Further, the group may begin upon, any beat of 
the measure. For illustration: 



Ex.57. 



M 



^ 



(par. 56 a) 

-P^'"'*! i 



FOLK-SONO. 



lEZfl 



P. L 



group 



I sequence , 
1 step lower. 



^^i 



P. I g^"P 



-ZSH 



=^ 



^ 



^ 



^ 



Mozart. 



i 



? 



-«*- 



sequence, 1 step lower. 



_J 



At Ex. 55, No. 1, and Ex. 56, No. 1, the initial figure is one measure long, beginning with 
the last (the unaccented) beat. At Ex 57, No. 1, it is very brief, — one short measure, beginning 
with the accent. At Ex. 60, No. 1, it covers two measures, beginning with the second beat At 
Ex. 57, No. 2, it is very long,— four measures, or an entire Phrase. At Ex. 55, No. 3, it begins 
upon the 6th beat of the 9/8 measure. 

Illustrations of the rare recurrence of a group of Utt or more beats than the fundamental 
rhythmic group contains, are given in Ex. 62. 
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63. The reourrenoes, by Bepetition or Sequence, may take place at any 
point in the Phrase or Period; thongh they are mo^t common at the begin- 
ning, — and, in any case, mitst represent corresponding rhythmic ptUses (beats 
or measures), as indicated in the last clause of par. 56. 

In Ex. 40, measure 3 is a sequence of measure 2 (three steps lower) ; and measures 5, 6 and 
7 are the repetition of measures 1, 2 and 3. that constitute the "parallel constmction" of the 
whole Period. In Ex. 50, measure 2 is a sequence of measure 1, and measure 7 a sequence of 
measure 6. In Ex. 63, No. 1, measure 6 is a repetition of measure 2. 

64. Besides the obyions stmctnral merit of such unified formations, 
there is another important and peculiar advalntage involved, namely: 

The recurrence of a group of tones, by repetition or sequence, 
serves to rectify, or at least to justify, almost any irregularities 
of melodic succession which may occur, 

(1) At the point of caniadtoi the symmetrical groups, or, 

(2) During the seqtiential recurrence of any perfectly faultless 
initial group. 

This rule is analogous to that of par. 56, in reference to the amelioration 
of irregularities of rhythm, — by symmetrical recurrence. For illustration: 



1. AndanU. 



(Ex. 43-2). 



Orieo. 



Ex.58. 



g/3 i I DfLMJ^ii J Ir^' r f I J_J I I 

•^ . groap ,«.,., rep. (p»r.B6M. 



O-minor. 



a. Any tempo. (Ex. 31) 

3 



(Ex.16) 




iS 



(Ex. 8) 

N.B. 



^ * S ^ s 



C. , group 



, seq. 



J L 



4k. Lento. 



(Ex. 29) (par. 9e) (par. 6 a) 

N. B. N. B. 



D. .group 



L. Stark. 



•^ _ _ ^^"^ ' etc. 



H.B. , sequence 



5. AUegro, 



^ 



(Ex. 8) 

N.B. 



Ghofxm. 



^^i 



s^ 



Db. , group 



. seq. 
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65. The manifest importance of brief rests, at the etui of the symmet- 
rical gronps, to emphasize the effect of their recurrence, and exhibit the 
syntax of the Phrases, is demonstrated in Ex. 47, Nos. 1, 3, 4; Ex. 56, No. 2; 
Ex. 59, No. 3; Ex. 60, No. 3. 

Beriew par. 49, and see also. Ex. 49, No. 1 ; Ex. 50 ; Ex. 52, No. 4: Ex. 56, No. 2; Ex. 59, Nos. 3, 
4; Ex. 60, No 3; Ex. 64. No. 3; Ex. 95, No. 3; Ex. 100, No. L 



LESSON 11. 

A large nnmber of 4 and S-measnre melodies, with symmetrical repeti- 
tions and sequences of tone-gronps, as^ explained above. 



CHAPTER XL 

MELODIC SYNTAX, CONTINUED. 

EEPETITION AND SEQUENCE, MODIFIED. 

66. The recurrences of tone-gronps, both as repetition and as sequence, 
need not be thus exact, as shown in the preceding chapter, but may be 
modified^ or varied, slightly (not to such an extent as to render their recog- 
nition difficult or uncertain), as follows: 

fa) By adding one or more intermediate tones; — possibly, also, by 
omitting particles of the initial group ; 

fb) By altering one or another of the original intervals of melodic 
succession, — widening a step-wise progression to a narrow leap, or a nar- 
row leap to a wider one, and vice versa. In this way the lines of the initial 
group are somewhat expanded or contracted, but, as a rule, without chang- 
ing the original direction at any point. Thus: 



Ex. 59. 



fe 



1^ Andante. 



(par. 66 a) 

N. B. 



E-major. 



=P?P 



(par. 666) 

N. B. 



*2:3= 



Chopin. 



mofl. rep. 



, mod. rep. 



3iX^ 



^ 



3. Moderato. 



EOLK«SONO. 




Digitized by 



Google 



EXERCISES IN MELODY-WBITINO. 



45 



3. AUegretto. 



$^ 



:f^ 



N.B. 



FOLK-SOHO. 



I 



O. , groop 



#--5- 

(expaiiiled) 
J iiiiid. Heq. 



(contracted) ^'c* 

, I iiiiKt. 8eq. 



, AUegro, 



[k!',', J l i 



?i=e 



Brxthovbx. 



i 



»k 



i=^!=t= 



Ifc-MI-t^ 



Eb. 



group 



modified fleq. 



Chopin. 




See also, Ex. 52, No. 3, measure 1 and 3 ; Ex. 52, No. 5, measures 1 and 5 ; Ex. 56, No. 1, com- 
pare last 4 tones with first 4. 

67* Further, the repetition or sequence may be partial; that is, con- 
sisting in the recurrence of only a portion of the original group. Por 
illustration: 



1. AlXrgro. 



m 



a. |- 



(par.eefr) 



Ex. GO. 



X- 



A. , gronp, complete 



, seq. oompl. 



m 



I*: 



N. B. portions of initial gronp- 



BRAHM& 



~l 



1 



P 



^ 



-*r-^- 



■ *• . 



J di , ■•^>- ■ 



etc. 



S. AJie^ro, 



Bkbthoten. 



i 



gE 



y o- 



-f-T- 



i 



^ 



lititrzf: 



P. I group 



,m»d. Req. 



_J L 



partial sequences 



Digitized by 



Google 



46 



EXERCISES IN HEIiODY-WBITINa. 



3. Adagio, 




BBRTHOVBlf. 



m 



3^^ 



i 



if^ 



T=3= 



^ 



aeq., contracted at end. 



J L_ 



partial rep. 



68. Further, more rarely, the repetition or sequence may appear in a 
different rhythmic form. This very effective mode of recurrence is com- 
paratively harmless (not jeopardizing the recognizability of the original 
group):— 

(1) If the sum of beats remains the same; or 

(2) If the sum is exactly divided, or doubled, so that the prosodic ar- 
rangement (of accented and unaccented tones) is not altered. Thus: 



1. Any tempo. 



Ex. 61. 




3. Lento. (Ex. 58. ITo. 4.) 



L. Stark. 




4. AUegro. (Ex. 52, No. 4). 



"Waoneb. 




69, Further, still more rarely, the recurrence by repetition or sequence 
may appear in a different rhythmic location, i. e., on other beats of the 
measure. This shifting, of the measure, and consequent alteration of the 
original prosodic effect, is a very misleading device, and belongs, properly, 
only to the higher ranges of composition; for a time, yet, it should be 
avoided by the student, unless he can succeed in obviating total confusion 
of measure. 

It may result: — 

(1) From Ruch partial recurrences as were shown in Ex. 60, No. 1; or 



Digitized by 



Google 



BZBBGIBES IK IfEIiODT-WBITINO. 



47 



(2) From adopting a gronp which contains, originally, less or more beats 
than the number contained in a fundamental rhythmic gronp. 

It is least objectionable when the irregular recurrence appears several 
times in succession, — until the original rhythmic location is regained. For 
illustration: 



Ex.62. 



1. AUegro. 



SCHUMAKir. 



m 



m- 



3?:5 



^ 



rst 



I triple meae^ 



^ 



* * * 



5^3 



i 



»LJ .^ST 



BsmioTnc. 




3. AUsgro, 



BSBTHOVEH. 



&■ 



te 



n — I — r 



«eq. 






i 



^ 



4- Ljli I. 



* ^ l |jj^*# 



F-minor. 



I 2 beats | 



»up«, 



rep. 



J L 



seq. 



J L 



W^ 



4. AXUgro. 



J (par. 81). 

Hatdn. 




6. Moderato. (par. 64} BuBUimaif. 

C- I 2 beata | , aeq. mod. , , seq. exact , ^^eq.mod. \jt) 




aequencea, exact. 



70. Finally, the recurrence may be modified by being turned bodily in 
the contrary cUrectian (i« e., upside down). This is an excellent device and 



Digitized by 



Google 



48 



BXBBOISBS IN MBXiODY* w juxjuIO, 



shonld be f reel j exercised. In this case, particularly, the recurrence should 
appear in corresponding rhythmic location (not shifted, as seen in £x. &Zf 
but according to the rule of par. 63) ; and, as a rule, should not be subjected 
to any further confusing modification that may obscure the syntactic pur- 
pose. Thus: 



1. Largo. 



Beethoven. 



Ex.63. 



, RTOOp 



, contrary directioii. 



i 



i 



S. Largo, or 



« 



Bbahms. 



^ 



S* Any tempo. 



iuit 



^ 



gt: 



4= 



pronp , , cont. dlr. ^ , rep. 



gw»op 



i 



s 



J ff-n i ! 



i 



2^ 



S 



S 



t±st=t 



— 1^ 

modified 



cont. dir. 



cont. dir. 
I mod. 



4:. (Ex. 52. No. 2). 



MEKDBLflSOHN. 



i 



I gronp 



^ 



^' r -*°^ 



contr. dir. 



5. MaeHow. 



Waoneb. 



& 



fi- ^ riin ' l f=1 1 



is 



-^# 



±ia!±2^ 



fcroap 



J cont. direction 



B. Vivaee. 



Bizet. 



g^ ^ 



-K — J. 



^ 



45^ 



-#-*- 



^=;= 



1 






.^-"-^ 



, cont. dir. 



J ,orig. dir. , 



7* Jlf otto moderoto. 



SCHUMAKK. 



m 



± 



-■H-^- 



' i . I y 



«= 



i 



^ 



^y-* -T U -* ^ 






5^3^ 



-♦^ 



#* 



• ^oup 



partly 



S» AUegro. 
(par. 36) 



(par. 27 a) 



(28a) (36) 



partly 
_l I cont. direotiott , 

(par. 81) 



(36) (28a) 




B-minor. 
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Bbahmb. 



^^ 



^ 



^ 



, mod. reourrence 



See Also, Ex. 7, Ko. i, first three tones, measiires 1 and 3. 



LESSON 12. 

A large number of 4 and 8-measnre melodies, with reonrrenoes of tone* 
groups, bj repetition or sequence, modified in the manners illustrated. 
Each derioe is to be exercised successively, in the order given above. 
Major and minor alternately; various species of Measure, from 2/4 to 12/8» 
No changes of key. 

After correction, a few of these melodies may be harmonized* 



CHAPTER XII. 
J 

MELODIC SYNTAX, CONTINUED, 

THE PERIOD, BESUMED. 

71. The reourrence by Sequence may be utilized on a broad scale, as a 
guide for the movements of the Consequent Phrase of a Period-form. In this 
case again, as in par. 52, the construction is *' parallel," the only difference 
being, that '* sequence" is substituted for '* repetition," in the conduct of 
the second Phrase. 

The sequential formation need not be exact; it is far more likely to be 
merely an approximate guide for the Consequent Phrase. And it need not, 
generally will not, extend through the entire Consequent, but through a 
portion only. Thus: 



!• Antecedent 



Ex.64. 



m 



m 



' !> 



groap 
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9. Antecedent 



(change of key; par. 81) 



m 



■* — .- 



y^l^OTTfS 



=(=t: 



zM)~ 



3^^ 



C-minor. , group 



Conseqnent 



m 



MBKDBI.680HN. 



a^ 



^^ 



s 



i 



3:=t 



=lf^ 



Seqaence, partial 



3, Antecedent 



^s 



I& 



■* — »■ 



ii 



^S 



Efe. |g">PP 



Conaeqneilt 

N. B. .^ 



:^ 



MOZABT. 



[^3 



rTim 



§ 



Sequence, slightly mod. 



See also, Ex. 57, No. 2; " Tomb-Bblatioits," Lesson 48,-^. 

N. B. — ^In Nos. 1 and 2 of the above example, the cadence-tones are not defined 
according to the rules of Chapters VII and IX; but the pupil can easily (and must, yet 
awhile) adjust his own exercises to those rules. 



72. AnalogoTisly, the device of recurrence in Contrary direction (par, 70) 
may be applied on the same broad scale, to the constrnction of the Conse- 
quent Phrase; — possibly throughout the latter, though much more probably 
during a portion, only, of its length; and, almost certainly, with some free- 
dom in regard to the laodifications explained in par. 66. 

Such melodies are known as Periods of "opposi/e construction"; com- 
pare pars. 52 and 53. For example: 



Ex.65. 



1. Antecedent 



UhT\fmm 



Consequent 

N.B. 



^ 



=S2^ 



F-minor. , gronp 



m 



s 



±jt 



JElecarrence in contrary direction. , 



i 



E^ 



a. AUegretto, 



i 



± 



^ 



=P=a= 



"7-T- 



Q. , group 
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^^^^^m 




^ Reoorreace, largely in coutr. «lirection 



See also, *' Toux-Rblatioiib," Leseon 18, No. 7 ; 22, Ko. 3 ; 27, Ko. 1 ; 48, No. «. 



LESSON 13. 

A large number .of S-measnre melodies in Period-form, applying the 
devices of sequeTicef and of contrary direction^ for such a portion of the 
Consequent Phrase as will not interfere with the given rules of the ca« 
deuces. 

The extent of coincidence (either as sequence, or in the opposite direc* 
tion) is to be shortened, gradually, in the later exercises, similar to the 
manner dictated in par. 53, — until no more than brief figures (3 or 4 tones) 
of the Consequent are derived from the corresponding measures of the 
Antecedent; — not necessarily the beginning', the derivation may occur at 
any point. 

Major and minor alternately. 

All species of Measure, up to 9/8 or 9/4. 

No changes of key. 

Beview, carefully, the directions given in Lesson 8, and apply them» 
where suitable. 



CHAPTER XIIL 
ALTERED SCALE -STEPS; MAJOR 

73. The Scale-line may b« modified by the chromatic Inflection 
of certain steps ; or by the Substitution of such chromatically inflected, 
steps for the corresponding? original ones. 

N. B. — ^A chromatic pro^ssion is the inflectioii of a letter, by means of an Acci- 
dental 

The chromatic inflections are to be effectuated strictly in accordance 
with what are known as the ** Altered Scale-steps." 
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These are as follows, in the mqjor mode (arranged in the order of theii 
frequency and excellence) : 



Original Soale-steps : 



Ex. 66« 



i J J j^ ^ 



C-maJor, throvghoal 

Altered Steps (+ indioatea raiaed, - indioatea lowered): 

Less oommon : 



h "^ ' ifL 



i^^^^B 



3E 



*- 



eth step, 4th Step. 2d Step, 

lowered. raiaed. raised. 

(marked 6.) (marked 4+) (2+) 



5th Step, 1st Step, 6tb Step, 

raised. raised. raised. 

(»+•) (M-) (e-h) 



74, Sttmmabt: Every Scale-step in major may be chromatically raised, 
i. e., inflected tfptoorcf,— excepting the 3rd and 7th Steps (those which are 
followed, in ascending, by the half-steps). Only the 6th Scale-step, how- 
ever, may be lowered, L e., inflected dovmwarcL 

75* Every sdtered Step in major may appear, 

(a) Either as direct chromatic inflection of the original Step, that is, 
preceded by the latter; thus: 



Leas common : 



E>.CT. [: ^ J iJ IJ^I I f ^ l ^^i-JTij' |J tfJ:jJ 



I See Bx. 72. 



C-m%jor, throughout. 

(h) Or, as substituHon for the original Step. In this case, the altered 
Step may be approached from the neighboring Step, — ^best from that one 
which lies nearest the altered tone; and, as a rule, so as to avoid the interval 
of an augmented 2nd. Thus: 



Ex.68. 



i 



a-»- 



m 



m 



C-mi^or, thronghont. 

1+ 1 + 



-K 



B. rare: 



3E 



f-rj^ ^ i!' \ i ^O^hiir*^ \ 1 ^ \ i ^ 



Augm. 2nds (oomp. Ex. 38). 

(c) Or the altered tone may be approached with a leap, exactly accord- 
ing to the rule of par. 28 a; i. e., with a skip from any not unreasonably 
distant tone downward to a raised Scale-step (because of its upward resolu- 
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tion,— par. 76 a); or from any tone upward to the Unjoered 6th Step (becanae 
of its downward resolution). Thus: 



(all good) (Ex. 72) 



Ex. 69. 



C-maior. thronirhont. ^ 



C-maJor, throughout. 



i 



w»t^ 



(all good). 



Tit^ 




¥^' ■ — 

^d; Fcry rarefy, the raised tones may be approached with the opposite 
leap, namely, from below, — in the direction corresponding to their reso* 
lution. For example: 



all??M.* + 



Ex. 70. 



i - r , T'r ^ - :J^ 



=tr; 



fi^ 



i 



etc. 



C-migor. 



{e) On the contrary, the lowered 6th Step (being a more natural inflec- 
tion than any other of the altered tones) may easily be approached with an 
irregular skip, from above, — only, however, along some obvious chord-line 
in the prevailing key. Thus : 



Ex.71. 



^ood ^ (Ex.42) (Ex.40) 

^^ IV IV or fTy ^y 



IV 
G-mi^or 



76. (a) The regular (to a certain extent obligatory) progression, or 
Resduiion (par. 7), of tl^e altered Scale-steps is as follows: 

The lowered Step descends , — generally step- wise. 

The raised Steps all ascencf,— generally step-wise, L e., to the next higher 
Scale-step. Thus: 



4H- 



..2H- 



6.+ , 



G-m%jor, throughout. 

(h) Exceptions : The lowered 6th Step, for the reason given in par. 75 e^ 
may leap upward or downward, along any obvious chord-line. This is also 
possible with the best raised Steps (namely, the raised 4th and 2nd), but 
rare, and hazardous, because of the diflSculty of confirming an obviaug 
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ohord-line, without oanoelling the prevailing key; see par. 77. For illns 
iratioxi; 



(allgood) 



(no chord) 



Bx. 73.E^^^^^^^^r^^^^^^^3but^ 



-or: — ty#~*^ 



^ 



C-miOoi'* throagbout. 



???'' 



??? 



(Ex. 40) 



More rarely : 

4-H a-H 



Improbable ohord-linea, in C. 



II ^^ 



(c) Farther, the raised 4ih and 2nd Steps are, rarely, pressed chroma^ 
ioodly downward to the original tones, exactly according to the principle of 
par. 10, which review. Thns: 



N.B.4^. 



Ex. 74. 3 



h=^ 



N.B. 8 + 



^3S= 



m 



(notgb) 
C-m%jor. 



(not fib) 



77* The inflected tones are not to be considered as changes qfthe Jcey^ 
nor allowed to cancel the prevailing scale. They are controlled in their 
movements by the impression of the given key (or scale), which is to re- 
main the same thronghont each Phrase or Period-melody, — for the present 

For general illnstration: 



1. AlUgro. 



Bx.75. 



i 



fefe^ 



-m 



^ 



6- 



Beethovrn. 



. 6- 
AlTmi^or. 



W • ; 



I I ""'■ 



1 



9. AlUgro. 



iS 



E&^ 



2 + 



Bebthovkn. 



m 



m 



=F 



Ab<m%Jor. 
3. AVUgro. 



(EX.68.B) 



SCHUMAKN. 



^P^^ 



i 



^ >ci |f : 



I 



r r T I 



^=¥ 



-^h- 



S-mi^or. 
4. AXUgrtXin. 



Chopin. 



^m 



?EZ± 



m 



^'f rir -41 

1 + 



# ' ^^ 



^ 



A-nu^or, thronghoat. , 
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m 



=1=^:^0=5 



^ 



4-H 



SCHUBIKTi 



S 



I 



E 



itz 



=^^^ 



-*-#- 



D-nuOor, throngliuut. 
O. Ifoderato. 



^ 



* 



m 



e • SCHUBEBT. 



i 



^ 



E^ 



Zt 



D-mujor, tbronghoat. 
7. Largo. 



^^ 



'• l(i > 



a + 



Wagkbb. 



^ 



f'Mr-^r- 



1 



(Ex.74) 
AiX-iiu^or, throvghont 



See ftlao, Ex. 02, Ko. 2 (cf) ; and glance at par. 68. 



LESSON 14. 

A number of 4 and S-measure melodies, in Mqjor, with occasional in- 
flected Stepsi The alterations must not be so brief as to appear to be 
<< grace-notes " only, bnt most be obvionsly essential tones; as a mle, not 
less than a full beat in length, occasionallj longer. No changes of key are 
to take place (par. 77). 

The first few exercises are to contain the best altered tones, and the 
regrdar modes of treatment; then experiments may be made with the more 
exceptional forms. Review par. 9 a; par. 30; pear, 39, 



CHAPTER XIV. 

ALTEEED SCALE-STEPS; MINOR 

78. The inflections of the harmonic minor scale are as follows (in the 
order of comparative importance) : 



.76. 



m 



Original Scale-etepa. 
(Ex. 37) 



•7 ^n> 



=^3zi: 



^1 



Altered Scale-etepe. 

4+ ',- 



*t 



^ 



G-minor, thronghoat. 



4th Step, 7th Step, 
raised. lowei-ea. 



6th Step, 2ud Sieu, 
x-aiited. lowereo. 
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These can not be as conveDiently summarized as the altered Steps of 
major; thej must be independently memorized. 

79. The rules for their treatment are nearly, though not preoisely, 
similar to those governing the altered Steps of major. 

(a) The raised 4th Step (which appears alike in major and minor) is the 
only one that may occur both as chromatic inflection of, and as substitution 
for, the original Step; i. e., it may be introduced chromatically (par. 75a), 
or from the nearest neighboring Step (par. 756), or with a skip from any 
higher tone (par. 75 c). Thus: 



Bx.77. 



: gy^ 



^^=#« 



^ 



(all good) 



Bt 



■! (/*'^^ IbJ^ 



i 



Tore: 
(Ex. 68 B) 



i 



C-minor, thronghoat 



aagm. ted 



(h) The other altered tones, in minor, should not be Introduced chro- 
matici^y, but may appear only as subatUuHons for the corresponding Steps; 
best approached, as usual, from the nearest neighboring Step. The intro- 
duction with a leap is more rare,— excepting in the case of the raised 6th 
Step, which may be approached from any higher tone (par. 75 c) ; and the 
lowered 2nd Step, to which a skip may be made from either aide, along the 
line of(m obviotis chord. Thus: 



fix. 78. 




(only thus) 
C -minor, thronghont. 

, 2- 



, 8- 



(allgood) 
Only M ohftnges of key (Chap. XV). 




80« As in major (par. 76 a), the raised Steps are resolved upward, the 
lowered Steps downward, — generally to the adjacent Step. A few excep- 
tions are possible, as seen in the following: 




C-minor, thronghont. 
Exceptional. 



(only thus) 



4+ 5 6-»- 




(par. 76 e) (par. 



) n 



good 
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For general illustratioii 

1. AOeffro, 



Ex. 80. 



1. Auegro, \j^ ^ ^ ^ ^ jjbbthotbk. 

Ih* fni"cr i r^*r | '-^a i ni 



Bbbthoybn. 




(change of keyX , 
par. 81. ) 1 



• Thi8 b-flat 18 a oon-eMential embellishing tone. 
See also, £x. 64, No. 2 (Bk in Snd meaaare, I>Y in 7th meaanre). 



LESSON 18. 

A number of 4 and S-measure melodies, in Minor, with occasional in- 
flected Steps. Beview par. 39 ; par. 77 ; and all the directions given in 
Lesson 14. 
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CHAPTER XV. 
MODULATION, OR CHANGES OF KEY. 



81. A melody may be conducted away from the line of its own scale, 
into that of some other key. This effects a so-called Modulation. 

The change of scale may be permanent, or it may be only temporary. 
In the first case, the melody, after passing over into the new key, makes its 
perfect cadence upon the Tonic of the latter. (See '*Tone-Belations," all 
of Lessons 38 and 39.) When, on the other hand, the modulation is tem- 
porary (or transient, as it is called), the melody follows the line of the new 
scale only for a time (a few beats), and then returns to the original key. 
(See **Tonb-ReiiATIons," all of Lesson 40.) 

82. Bulb I. — The original scale should be exchanged only for that 
of a next -related key. Of these there are five, namely: one with the same 
signature, two with the next higher, and two with the next lower signature 
(L e. one sharp more or less, or one flat more or less). Thus: 

^a-minor (Q-signature] 
(^ G-major (J{ ** 
From G-major (Q-signature), into<-"e-minor (Jf " 

N» F-major (t^ «* 
^d-minor (t^ " 



»A-major (3J(-signature] 
(^E-major (4Jf " 
Or: from ^-minor (3{-signature), into < ■■ cj{-minor {4$ ** 

(N»D-major (2Jf ** 

»b-minor (2Jt ** 

»f-minor (4t^ -signature] 
(^El^-major(3[r ** 
Or: from AtT-major (4lT-signature), into < -■ c-minor (3^ ** 

|N»D^-major(5tr «* 

» bt^-minor (5fr ** 



K. B — Capital letters indicate m^jor keys ; small letters, minors. 

83. BuiiB n. — The change of key may be made at any point in the 
Phrase, upon either an accented or an unaccented beat. But it must, — at 
present, — take place after one of the three tones which constitute the Tonic chords 
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1 e., either after the Ist, the 3rd, or the 5th Step of the momentary scale 
(namely, the Inactive steps, par. 5). Thus: 



fii.81. 



^ 



C-m%)or. . 



m 



Into either one^; 
of the Ave next - 



Telated keys ; 



m 



C-m%}or. . 




Intonext-- 
.related-I 



;keye.; 



m 



^i-^ 



C-mi^or. 



I ' I ^^ I nto next- — n 



84. BxTLB nL — ^The deflection of the melody into the desired scale 
may, — after reaching one of the Inactive tones indicated in Bule II, — ^be 
effected by passing through any one of the five tones which constUtUe the chord 
of the Dominan(-9th, L e., either the 5th, 7th, 2nd, 4th, or 6th Scale-steps of 
the desired key; — in other words, an entrance may be effected into the de- 
sired key through any other than its 1st and 3rd Scale-steps, (Even these may 
be nsed, as will be seen in time; but not at present.) 

The most powerful of these ''modulatory tones" is the 7th Scale-step 
(the so-called Leading-tone) ; still, all five are equally adequate, if properly 
approached and properly treated. 

85. (a) If possible, the last tone of the first key (one of the Inactive 
Steps given in Bule 11) should he transformed mentally into a Scale-step of the 
prospedlive key. The melody then runs on, from the footing thus secured in 
the new scale, in exact accordance with former rules. For illustration: 



1. C-m%j.- 



EZ.82A. 



; |^ f r r M i^^' r r i-^^ ^ 






a. C-mi^. 




i 



8. C-mi^.- 



^ 



£ 



^ 



^1 



P 



i, 



min. 



(h) The most satisfactory result is gained (as far as the melody itself is 
concerned) by using, as soon as the new key is entered, a tone, or a group of 
tones, which indicates very distinctly the Dominant harmony of the key, — 
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80 that the Leading-tone, or some other tone that distinguishes the new key 
from the preceding one, is instantly, or very soon, introduced. Ex. 82 A^ 
No. 1, would be more definite thus: 



EZ.82B. 



eI 



3EE 



^ 



6 
G- 



i 



-(V)- 




not as fTood, thoB ; y 

but possible (Ex. 7) : 1 



:J^I^' 



m 



6 
G- 



W 



82 A,- 

O.3.: 



i 



86. If this mental transformation (par. 85 a) is not possible: that is, if 
the last tone of one scale does not belong to the coming key, then a chromatic 
progression will need to be made, at that point, — ^by simply inserting an 
accidental (see par. 73, N. B.). Thus: 



Ex.1 



•$^ 



^ 



^ ete 



1 



(Ex. 81-3) 



t-miuor. 



87. (a) If such a chromatic movement be necessary, it should be fore- 
seen, and properly approached, i. e., in the corresponding direction. Thus: 



Ex.84. 11 





aiot as «- 



good. h 

itlins; ' 



H 



fb) Or, the chromatic progression may be prepared by a wide leap from 
the opposite side, involving a /change of direction, according to par. 26. 
Thus: 

C 1 C 1 



Ex.85. 




-jtfcb^^ 



■-j^i 



1 
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X«) Or, finally, the ohromatiG inflecfcion may be avoided, in the melody 
itself, by moving step-wise in the opposite direction. This involves the as- 
anmption of a Diminished-Tth chord (i. e., the Incomplete Dominant-9th, in 
its minor form), — where the new key beg^ins; and implies that the chromatic 
tone is taken np in some other part of the harmonic body. Thns: 



-| (comp Ex. 84-2) 



Ex.86. 



pr=n r r r :s.t^^J i^' «^m 



^ 



(oomp. Ex. 85-1) 



i 



I 



^^ 



J »- 



For general illnstration (capitals, major; small letters, minor): 

1. Modwato. Bach. 



"Ft I Bb 



=F 



a. AlUgretto, 



Bbithotsn. 






m 



3. AtUgntto. 



Bbitbotbi. 



fl • \ f 



^ 



i 



^m 



t^=t* 



trfct 



*'*' * ' # 



4. AOegro. 



•^ - ^ 8 1 



(pftr. 88) Bebthovsh. 



t=t=t: 



I 



8 1 
G 



4 + 



88. Whether the foreign tones in a melody are merely inflected Scaler 
steps (L e. altered tones), or the indicators of Modvlation (L e., change of 
entire scale, into that of another key), depends 

(1) Partly npon the location of the foreign tone in the prevailing key; 
for in order to serve as altered Step, it mnst conform to the lists given for 
major and minor in Exs. 66 and 76. But, 

(2) It also depends, much more largely (very often entirely), npon the 
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option of the composer, who, in the majority of cases, may treat the foreign 
tone, in his hcarmonizoHon^ either as momentary inflection (without abandon- 
ing the key), or as a modulatory tone (passing on into the corresponding 
new scale). 



LESSON 16. 

A number of 4-measure melodies in Phrase-form, beginning alternately 
in major and minor, with one (permanent) modulation in each, into some 
next-related key, closing with the perfect cadence upon the Tonic of the 
new key. Ex. 86, No. 2, may serve as a general model. Every species of 
Measure, from 3/8 to 12/8; the rhythm freely diversified. An occasional 
altered Step may be introduced. 



CHAPTER XVL 

MODULATION, CONTINUED. 

89. The process of modulation is precisely the same for transient 
changes of key, as for the permanent ones illustrated in the preceding 
lesson. 

fa) In phrases in the smaller varieties of Measure, only one transient 
modulation is feasible, as a rule; i. e., the melody passes soon into one of 
the five next-related keys, and, after a few beats, returns and closes upon 
the Tonic of the original key. Thus: 



Ex.88. 




(b) In the larger species of Measure (6/8, 9/8, 12/8), two or more tran- 
sient modulations may be made in one phrase; only, however, among the 
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5 next-relAted sejs of the original scale, and, in each case, retnming to the 
latter and oadendng npon its Tonic, as nsnaL Thus: 



Ex.1 



M 



!• AlUgreUo. 



?=p: 



t:\^ ^ry. jf^ 



M ' 11 f 



UF- 



^ 



f-#- 



Bbktbovin. 



f-f*- 



m 



^ac 



:«: 



^1 



(G- 



3. AUsgretto, 



Bbbtbovkh. 



c ij*«i — ^ • — ^ cim 



LESSON 17. 

A number of i-measnre melodies in Phrase-form: 

A. In the smaller species of Measure, Tnth one transient modulation, 
and return (par. 89 a). 

B. In larger Measures, with two or more transient modulations, and 
return (par.j!0&). 



CHAPTER XVII. 
MODULATION, PERIOD-FORMS. 

90. Changes of key may occur in the Period-form, at any point m 
either Phrase; but they are likely to have especial bearing upon the semi- 
cadence, which may be made upon either one of the three tones of the Tonio 
TViad (Steps 1, 3 or 5) of a next-related key. 

The best and most common keys selected for the semicadence are. 

The Dominant key (one sharp more, or one flat less, than the 
original signature); and 
The Relative key (the same signature). 

The Dominant key is particularly appropriate for the semicadence of 
a Period beginning in major; the Relative key for one beginning in minor; 
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though both are possible for either mode, — and other next-related keys alsa 
The most unusual is a semicadence in the Subdominant key (one flat more^ 
or one sharp less, than the original signature). For illustration: 



Ex.90. 



i 



1. Moderato. 

Antooedent. 



u 



B^a 



:f=Mz 



I ^ 



m 



J B- 



oonseq. 




^ 



# I # - 



SCHUlCAMir. 



^^ 



1. B- 



a. Andanie. 



$ 



^ 



(overlapping Scale- 



^ 



■ # -^— ^ 



■P—P-'P- 



ft ^ ' r [; I ' v 



4-^ 



g-minor- 



Bl2- 



i 



lines; see par. 98} 



E g^-KgfV 



t^fffff 



m 






BEBTHOTUr. 



^ 



"i ^^ l L7 



Bb- 



During the Oonsequent Phrase any transient modulations may be made^ 
but the final cadence must fall upon the Tonic of the original key. 



LESSON 18. 

A number of 8-measure melodies in Period-form, according to the 
directions given in Chapters YII and IX, containing modulations (and 
occasional altered Steps) as explained above. Every species of Measure; 
2na]or and minor beginning, alternately. 
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CHAPTER XVIII. 

MODULATION, CHROMATia •^• 

91. The change of key may be effected contrary to Bnle 11 (par. 88),«* 
namely, after offier than the Inactive Ist, 3rd or 6th Steps of the key,— on 
^ndition 

That the melody progress ckromcUicaUy, from the Step chosen to 
close the first key, into a proper tone of the desired key (Bnle m, 
par. 84). Thns: 



BlCTROTIEN. 



Bz.91. 




a. 



BBITIIOTSIIi 



4+(pftr.88) 




i 






3^ 



ati' i r-^a 



^pr ; ^-{g 



■=^^ 



^^ 



J b^ 



J ft. 



J e- 



^. AtteffTO. 



'^'i M^ ^ 



i 



-^— I 



-#-^ 



J O- 



i 



* f r f 



0f r 



BlKTHOTXH. 



^ #- 



1^ I V-...J1 



U Bb- 



fl. AndanU. 



Hendblbsohn. 



r#i-rlf'/ f r^ 



'■ ■• l y'-' rrr i 



f > 



I 



J D- 
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LESSON 19. 

A ntimber of 4 and 8-measare melodies, illustrating ibis derioe of ohro* 
matio modulation. Begin in major and minor alternately; all species of 
Measure (2/4 up to 1^). 



CHAPTER XIX. 
OVERLAPPING SOALE-LINES. 

92. General exceptions to the three rules of modulation given in Chap* 
ter XY (especially II and m) may be justified by mentally transforming a 
certain tone or tones of one key (no matter which scale-steps they repre- 
sent) into some plausible Step or Steps, —if possible into more urgent and 
suggestive ones, — of the desired next-related key, and then continuing along 
the new line, without the formal observance of strict rules of modulation. 
This may even apply to some more distant key, if melodic conditions are 
favorable. 

93. Such overlapping of scales, — a very common, but more dilHcult 
and exceptional method of modulation, — represents the application of par. 
85 a in a broader sense, and is based upon the general principle that a 
change of key may always he effected at (or through) any tone that is common to 
both keys concerned; — especially when two or more such common tones appear 
in succession, so that the lines of the keys overlap for a number of beata 
(see Ex. 90, No. 2, which illustrates the point very strikingly) ; — or where 
there is a patLse in the melodic movement (a tone of comparatively long dura- 
tion), which affords time to apprehend the transformation (Ex. 92; Nos. S 
and 6; Ex. 94, No. 5). 

This, it is true, will usually result as a matter of course from the 
application of the strict rules given in Chapter XY; but it has a much 
wider operation, and extends to many cases not included in these rules. 
For illustration: 



Ex. 92. 



fU 



1. AndanU, 



SCHUBHBT. 



:^ 



-4S #- 



^ffi 



^ 



i 



1- 

D4. 



G6- 

— 2- 



5— i. 

•HI 



a. AndanU, 



SCHUBEBT. 






i 



f 



^ 



"i^ 



3. AlUgro, 



(keys not next-rel.) 



SCHUBEBT. 



=?=F^ 



^j 



IE 



^y— ^ 



-^—f- 



:^=t 



(itaiiBe) 



Bk- 
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er 



4. Attegro. 



BKSTROVm. 



lagj^ i ^/^ 



:±=:t 



(Ex. 66) 



¥ # i 



ijJi^KniVjJ j 



m 



-# — #" 



6. AOigro. 



(Ex.66) 



Chopin. 



fer^_VLj'i'r =fe^ i -n^^4^ ^ 



Dk- 



G« AIZ^iTro fiuNl. 



(pause) 

-5H- 

d 



(fen: I J' I j i jjTJJ j i j >, , J_u = 



^ 



^ 



^— ^- 



Bbahms. 



^^ j.; j juJT^u ;-. ;j .'i#v^^H i 



7. Andante. 



miJi \ ^ ''jj.' i J ^ 



=?T? 



* • ^ * 



AlU 



btZ- 



^ 



Pf^Zj^trJS- 



BSSTHOyiN. 



(B 



ir;i;.;N<->.^ir' ^^ll 



^ 



bk. 
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94. Tliis agreement of key-lines is frequently turned to account in 
substituting the opposite mode (i. e., major for minor, or minor for major) of 
the key toward which the modulation was obviously directed according to 
the rule of next-relationship. This is usually an easy exchange, because the 
lines of the corresponding major and minor keys (i. e., corresponding in 
key-note) are so nearly coincident. See Ex. 37. For illustration: 



1. AtteffTO. 



Bc93. =^-#* 



(PM.96) 



Wagneb. 



f '.' : \ i ^ ;tJ-^ttXX„ife!te»jJ 



{ d-minor— 
[ D-m%}oT-. 



3. Andante. 



(par. 91) 



HETCDELBSOmr. 



i 



ae 



1 



P 



s 



-etc. 



C b-Tuinor— 
I B-major. 



LESSON 20. 

A number of 4 and S-measure melodies, with modulations througn 
common tones (by overlapping scales), as explained above. At first into 
next-related keys only. Then experiments may also be made with more 
remote keys. The general harmonic (chord) basis must be kept well in 
mind. 



CHAPTER XX. 
MODULATION IN SEQUENCES, AND AT CADENCES. 

95. The broadest range of exceptional modulations is that afforded 

(1) By sequential recurrences (par. 64) ; and 

(2) By taking advantage of any sufficiently well-defined pause, or break 
(or cadence), in the line of the melody. Sequential recurrences generally 
involve, of themselves, such ''breaks" in the melodic line, — at the points 
of contact. The ''breaks," or cadences, may, however, be created by many 
other means. For example^ 

^1. AttegreUo, ^^^ MBNDBLSBOinr. 



Ex.94. 



cMA 



M ^ 



n 



^ 



B^ 



=t?nt 



1 



J 



J 



(teqaenoes*, all next-rel. keys) 
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S^ Largo, 



BEBTBOTXir. 




d(2-)- 



8. 



4fciJ r r i!, \ «f jri!^Mini^ !T' \ Flf m 



(sequences; keys remote) 



J B I Bb I A^""^ I a- 



4. Attegro. 



m 



m 



1 1 J I I r 

i 1^ — b-d ^ — 



I* ; ^I'j i j -j^j ] * * 1^ 



^ 



(par^M). 



BSBTROTm. 



^ 



- # » F 



31 



"♦tn^bTX 



G. iiRtf^ro. 



P 



-1 1- 



^ ' , t: 1= — A r • ■ ^ * — -T — r^?-: — tf-i 



^ 



J G- 



-J fL 



(pur. 66) 



Beetrovxn. 



i 



#-^ ^"^-«- 



i 



p 



F^fT^f 



i 



J c- 



J G- 



B. X^nto. 



(par. 91) 



^ 



l£ 



4- * • ^^•- 



- > ^ 



trlt^ 



B I 



A 



Brahms. 



m 



^ 



=^-* - p r>-i g=^ 



M t ¥^-^ i4 ^,jj^ 



s= 
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7. XmIo. 



FOLK-SOKO. 



i 



i 



■* ^ 



-^- 



■#-T— f^ 



^->-^ 



J G- 



J e- 



• 8 




=t= 


^ 


-^ 


^ 


v^^ 


^ 


j¥=Vn 


:#M^ 


^ 


^ 


=t= 


=i= 


=b 


J==s:= 


— 1 — 







I«- 



-1 B- 



J life. 




i&(a+)- 



-(1+)- 



8m Alio. Bz. Ol, Ko. 4; Bx. 92, Kos. 3 and 4; Bz. 96, Not. 4 and 8. 



LESSON 21. 

A number of 4 and 8-measare melodies, with modalations in seqnenoes, 
and at oadenoes or interruptions, as shown above. The transitions may be 
made either into next-related or remote keys, at option; and the melodies 
may dose in any key, — best, however, npon the original Tonic. All species 
of measure. The sequences, and all breaks in the line of the melody, must 
be distinctly defined. 

A few melodies may finally be made, extending beyond the regular 4 or 
S-measure dimension (5, 6,^-9, 10, 12 measures in length). 



CHAPTER XXI. 

CHBOMATIO MELODY. 

96* The principle of chromaHc succession enunciated in par. 91 may be 
extended to a longer series of ohromatio tones, — generally in similar direc- 
tion. Such chromatic lines may represent a succession of brief and abrupt 
changes of key; or, as is far more likely, they may embody simply the prin- 
ciple of aUered 8tqM (Chapters XTTT and XIV). 
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In the latter case, though they assert themselyes (by their time-yahies) 
as essential tones, they prove to be, in reality, no more than intermediate 
tones, inserted between the tones of certain chord-lines in snch a manner as 
not to overpower the impression of the prevailing key. For illustration: 



1. AtteffTO, 



Ex. 95. 






li^J^ 



:t=t 



(y raised 8oAle«steiM.) 



BBKTROyBN. 



[tfi ' rYL r nr ff i rfrrffr^nrr ii 



(y raised Steps) 



1i»JLndonl§. 



Wnmmumoia. 



l^HiU r l H r^ M JlOJ iM' i rf l r ' t t^ 



3. AlUgro. 



(Ex. 106) 



A 



# . p 



P 



^SE 



MOBABT. 



l yr- u^ r "fm 



^m 



(modnlatioiis) 
ff C- 



sb- 



A, Pretto, 



Cpiff.95) 



HSNDBLBflOHir. 



[| 8 ^ j (lJ yy| ^y8 i^a^^ iB ^^ 



-I E. 



J D- 



5. AtUgretto, 



CHorar. 
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LESSON 22. 

A number of melodies, 4, 8 or 12 measnres, with occasional continnotiB 
ehromatio snocessions. The chromatic tones must be obyiously essential, 
each not less than a full beat in value; and, as a rule, the succession should 
not extend beyond 5 or 6 tones. 



CHAPTER XXII. 

THE DOUBLE-PERIOD. 

97. The Double-period generally embraces 16 measures; that is, four 
Phrases of four measures each, closing respectively with cadences in the 
4th, 8th, 12th and 16th measures. Compare par. 50. 

98* (a) The first of these is a light semicadence, and may be made 
upon any Step of the original key, as no modulation is likely to occur 
during the first Phrase of this longer design. 

(h) The second one is apt to be a perfect cadence, falling upon the 
Tonic note of some next-related key, — best, as indicated in par. 90, the 
Dominant key (most commonly in a major melody), or the Belative key 
(usually in a minor melody) ; or perhaps the Belative of the Dominant; vety 
Tardy ^ either the Sub-dominant or its Belative. 

(c) The third one is again a light semicadence, and may fall upon any 
tone of the Tonic Triad (Steps 1, 3 or 5) of that next-related key into which 
the melody may have been condncted; for, during the third Phrase, modu- 
lations may be freely made among any of the next-related keys, — rarely to 
remote keys. The best keys for this cadence are, either the Sub-dominant 
or its Belative. 

(d) The foierth Phrase may also modulate freely, for a measure or two, 
but must then turn back definitely into the original scale, and must close, 
naturally, with the regular perfect cadence, upon the original key-note. 

99* (a) The designs given in Chapter Vll, in reference to parallel and 
contrasting construction (par. 52 and 53), must be closely followed in the 
second half of the Double-period (i. e., Phrases 3 and 4): at first, the uihota 
of Phrase 3 must correspond (perhaps with a few slight changes) to Phrase 
1; and the greater part of Phrase 4 must pursue the line of Phrased, — ^nntU 
the necessary difiference of cadence asserts itself. 

(b) Then, in each succeeding exapple, the parallelism is to be dimin- 
ished gradually until, ultimately, the second pair of Phrases differs entirely 
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from the melody of the first pair (totally contrasting constmofdon). For 
illnotration: 



m 



1. Andante tranquiOo. (Strictly parallel oonstrnotlon.) 
1. 2. , 8. 



,4.v 



Ez.96. 



p ^^A.^ ^^^=r ^.^\; ^ ' 1 ^ > J ^ 



E-maJor, thronghoot. 



I 



* 



s 



(par. 58) 

8. V 






-likel. — 



JA 



10. 11. 12. 13 14. 



J U^ ff ^ like 2.- -like 3.- ^like 4.- ilike 5.- -like 



MEKDELSeOHH. 

15. 16. 



gj Ml 



^ 



V I 



^ 



13. AUegreUo. (Partly parallel oonstmction.) 



?-M I I 



i» — : — ^ 



^ 



-r-r 



:ii±± 



like Phraae 1 1 

V I . V 



Schubert. 



f^\r^ \ JVi \ >m 



I 



^s 



I o 



i 



3. Lento. (Contraating oonstmction.; 

, , (Ex.108) V I I 

J l I J|. n i r^r-^ ^^ 



^ 



m^ 



±Bt 



±tjb 



A 



i 



r=g 



^^ 



:t=± 



e 



1 — r 



i> ^ ^ I ^ 



-# — #- 



p 1- 



MOZABT. 



h"i i .' l r.> *U-t^r-r-f^' 



Blu 



siz- 
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L.ESSON 23. 



A number of 16-mea8iire Donble-periods, aocording to the above direo- 
tions. Beginning in major and minor alternately; modulating at option; 
the principal spedee of Measure (3/^ 4/4, 6/8, 8/8, ^4, 3/2, 9/8). 



The harmoniaation of these melodies, after correction and i^pproval by 
the teacher, may be undertaken by pupils familiar with the process. 
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DIVISION TWO. 
UNESSENTIAL, OR EMBELLISHING, TONES. 



CHAPTER XXIII. 

DISTINOnON BETWEEN ESSENTIAL AND UNESSENTIAL 

TONES. 

lOO. Not all the tones in a melody need be essential, i. e., calling for 
special consideration in the process of harmonization. Many tones may be, 
and generally are, no more than tmessenticd ao^vncis of the principal (i e., 
the essential or important) tones, which latter they merely serve either to 
connect or to embellish. 

Snoh embellishing tones bare appeared in many of the foregoing illnstrationn. simply be- 
oanse their employment in composition is so common that but very few examples could be found 
in which they are absent. 

The distinction between Essential and Unessential tones is determined 
very largely by their lengih; nsoally, a tone of the value of a fnll beat is a 
principal or essential one; and, of two, three, or four quick tones that con- 
stitute the subdivisions of a beat, one or more are almost certain to b» 
unessential. 

But this is only the general distinction, — the true one depending, aftei- 
all, upon the relation of the tones, whether short or long, to the prevailing 
diord'line. For illustration: 



1« (all ewsential) 



Ex. 97. 



i 



M 



CIV 



9. (xnnesseni 



I ^' ^ CI- 



inessential) 



i 



c 



This being the case, it follows, here agam, that a melody must be de- 
signed with strict regard to some harmonic basis, or subconscious chor<i- 
ixmoepL (Beview pars. 15, 23, 38.) The tones which agree with the momen- 
tary chord are the essential or harmonic tones; those which differ from it 
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are unessential embellishing, or inharmonic tones, 
articulated, a melody is easy to harmonize. 



Thus devised, or thua 



THE SUSPENSION. 

lOl. EuijB I. — Any tone which progresses step-^wise (along the 
scale-line, or chromatically) may be tied to the following, next lower or 
higher, tone, and thus be held over during a fraction of the value of the lat- 
ter, as embellishment by Suspenftimi* Thus: 



m 



:?zi 



Ex. 98. 



Original line- 



Smbelliahed with the Snspension (s.) 




n r f fir nn-^^n r i ^^ 



m 



S 






=F=t 



original line. 



nbellished 



This device is as simple as it is effective; and its result is invariaUy 
good, unless it be applied during some very irregular melodic progression, 
which the Suspension would probably aggravate. 

102. (a) As a rule, the Suspension may best be introduced in descending 
step-wise progressions; but it is also good in ascending step-wise succes- 
sions, especially when applied to tones which have a natural upward ten- 
dency, like the 7th scale-step (Leading-tone), or raised Steps. 

fb) The obligatory movement of the Suspension forward into the essen- 
tial tone, is its Resolution (par. 7). 

(c) If irregularities of rhythm result, they may be redeemed by recur^ 
rence, precisely as shown in par. 56 a; see Ex. 100, Nos. 2 and 7. 

(d) Instead of using a tie, the tone may be struck again, as repetition: 
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And in fttct, in this fonn it may signify no more than simple tone- 
repetition, as indicated in par. 9 a, and practiced freely in all the preceding 
lessons. 

(e) When applied to single tones in a measnre or gronp, the best gen- 
eral effect is obtained at accented beats (as in Ex. 98, Nos. 2, 6 and 9, and in 
the majority of the following illnstrations). But it is possible at the begin- 
ning of any beat, especially when occnrring repeatedly, either in immediate 
snccession (Ex. 99), or as recurrence at corresponding points (see par. 
102 c). 

ff) If the tie, or reiteration, is applied at a skip in the melody, the 
restdt-will not be an inharmonic Suspension; bnt it will be correct if the 
tones represent some good chord-line. For general illustration: 



1. AUeffro, 



Ex.100. 



#c=m"r i ^?-i i^^ i rfrm 



Original line- 



embellished with 



chord- 
line 8. 



SCHUBEBT. 



?=^=p: 






' ^ f \ 1^7 It 



^ 



g 



sospensions. 



a. Allegretto* 



^M 



^^ 



^ # 



f=¥=^ 



r * J e tc. 



Ab. Original fon 



embellished form 



^ 



SCHUBBKT. 



te 



P 



^ 



^ 



^3^ 



I 



3. Atteffretto, 



^ 



^ ^ 



^ 



s^ 



Ah-m^jo] 



Db-nuOor. 



Bepetition, emb. 



m 



-H I . r 



!*» ;•: 



^ 



■# — #■ 



-F—0- 



chord- s. 

line 



BunnoTKH. 



^ 



l?# . 



• I n #- 



m I ^. 



^^^ 



i 



chord 
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4r. Lento. 



■^ 



^^^ 



yy 



4: 



_^_i. 



Origiaal fonn- 



emb. form 



BCHUBEST. 



m 



^ 



- t l * I fag M (^ H 

r-^ r 1 1^^ 



^E*z 



O. Ifod^roto. 



SCHUBBRT. 



i 



?=F?==5=#: 



i 



-« IP- 



m 



t=^ 



■^- 



Origioal fonn- 
B. Largo, 



embellished 



Bkbthotkn. 



m 



m 



t=4 



m 



1 



^ 



^ ''1^^ ft *-**|t|ru 



^^=y 



Alt 
V.AUegro. 



ft-n ' ^lU^ i n rAf7\ 



Bbrthoveh. 




8* AndanU. 



m 



A 



Mbhdslbsobm. 

8. 



^ 



i 



^ 



^SE 



"TOHB-SSLATIONB/' Lesflons 57 and 68. 



LESSON 24. 

A. Take a number of former 4 or S-measnre melodies, and embellish 
ihem with occasional Suspensions, where convenient and effective, according 
to the above directions and illustrations. 

B. Invent a number of 4 and 8-measure melodies (major and minor 
alternately) with special application of the Suspension. Use all species of 
Measure, and modulate at option. The pupil must not only hear each tone 
distinctly as he writes it, but must endeavor to realize the chord-basis also 
(i« e., the harmonic accompaniment). 
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CHAPTER XXIV. 

THE ANTICIPATION. 

103. Bttlb n. — ^Anj essential tone in the original (simple) melodic 
concept, or any weighty tone, whether essential or not, may be anticipated 
upon a fraction of the preceding beat, — nsually a vert/ brief fraction. Thus: 



1. Xento. 



Ex.101. 



i 



Original form- 



It 



^ 4 



Ani. Ant. Ant. Ant. Ant. 




fJ3-j ;ji.'^..^Jm^?;^'^ /^?=H 



SCRUBBBT. 



Bmbellidied ^idS^Antioipatious (Ant.) 




^ 



m 



-^-r- 



. Ant. 



Ant. 



Ant. 



SCBUBBRT. 




B-mi^or. 
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5* AlUgn, 



i 



& 



-iL-W— I- 



^^^ 



5=*^^=^ 



*t:^ 



Ant. 



Mkhdblbsobh. 




Ant. 



Chopin. 




N. B. — ^Thia embellishment involves tone-repetition from one beat into the nezt» as 
in the Suspension, and is often not distinguishable from the latter at all. The difference 
lies solely in the purpose, or conception, of the writer, but may manifest itself clearly 
through the following conditions: 

(1) The Anticipation is generally a very ahort tone; 

(2) It is not tied to the following repetition, but is re-struck; 

(3) If embellishment by Anticipation, the seeoTid of the two similar tones will be the 

essential one, and may progress in any manner; if embellishment by Suspen- 
sion, the second tone will prove to be the unessential one, and must progrest 
step-wise. This, again, depends upon the chord-basis. 



See also Ex. 50, No. 8 ; and ** ToHB-SiLAnoHS." 



LESSON 25. 

A. A nnmber of fonner, simple, melodies, to be embellished with 
cooasional Anticipations. 

B* New melodies, with Anticipations, — and an occasional Sospensioo. 
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CHAPTER XXY. 



THE PASSING-NOTE. 



104. Bttlb HL — Any skip of a third between two snccessive essential 
(or weighty) tones in a melody, may be filled ont, or reduced to step-wise 
progression, by inserting the intermediate scale-step as Passing-note. Usu- 
ally the Passing-note takes exactly half the value of the first tone, but it 
may be less than this (rarely more) according to the desired rhythmic effect. 
See also par. 102c For illustration: 



8Z.1Q2. 



-j& 



1. AUegro, 



f^ 



^^ 



Original form- 



^^ 



SmbelUshed with PMaing-notes 00 



SCHUBIBt. 




9. AUegro, 






m 



e • SCRUBEBT. 



m 



X X 

B (I>omiiiAnt-9th ohord- 



3. AttegnUo. 



SCHUMAHir. 




d-min. 



a-min. 



4. X«nto. 



SCHUMAim. 



Ant. 



ffpj-a'i'- ' ^ j i ''-^ i £j i i' ^-^'' ^ 



5. Andante, 






b^ ^^ ^-^ 



KOSABT. 



r r tj lU 



#-^ 



tt=f 



m 



=ti4 
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lOd. The Passing-note generallj occurs, as seen in the above illns-* 
trations, upon an unaccented fraction of the beat, — ^within the beat or group 
represented by the first tone, and, consequently, without displacing the 
second tone of the original skip. But it is also possible to defer the Pass- 
ing-note (i. e. , to shift it forward) so that it encroaches upon the beat of the 
second tone, thus assuming the accented location, and dividing the value, of 
the latter. The rhythmic result is often much improved by this means* 
For example: 



Ex. 103. 



2£ 



awkward rhythm: 



better: 



5^ 



^=^ 



^g=g3 



i:*- 



2gl 



Tr^J^TTH 



Original line. 



emb. with unaccented 
Passing-uotea. 



emb. with accented 
Passing-uotea. 



^m 



good: 



better: 



i 



I f \ rf ^ u I I 






Original line. 



prt 



m^-^^ 



¥ 



ztJt: 



Orlgim^l line- 



good: 



awkward rhythm: 



i 



w ^ 5 ^ i„ 



fI 



-J55SW. 



m '■ ' i r-ixp=B^ a 



best: 



orig. skip, good: 



good: 



possible: 




A-minor. 



LESSON 26. 

A. A number of former melodies, to be embellished with occasional 
Passing-notes, where skips of a 3rd occur. 

])• New melodies, 4 and 8 measures, major and minor alternately, in 
various species of Measure, — with occasional Passing-notes, as shown above. 
Suspensions, Anticipations, and other material of past lessons must not be 
neglected. 
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CHAPTER XXVI. 
PASSING-NOTES, CONTINUED. 

106* A skip of a fourth may be filled out, similarly, by inserting the 
two intermediate scale-steps successively, iu the sanne direction. 

The two connected parsing-notes may be both unaccented (i e., located 
within the beat or rhythmic group of the first tone), or they may be disposed 
in any other manner between the two essential tones, according to the de- 
sired rhythmic effect. Compare par. 105, and par. 102c. For illustration: 



Ex. 104. 



M 



fc 



1. 



awkward: 



better: 



V JJJ I J I 



t=c 



Original line 



X X 

embellished 



i 



9. 



^|fe 



awkward : 
X X 



\z rT^-T^-n 



*=!= 



Original line- 



*==F 




better: s 3. Pruto, 



Bkbthotbv. 



EftL. 



V» I V» 



4L» AUegro. 



M 



i ^ - f r . 



MOZABT. 



*l ^ f *l 



yiA 



S. AUegro. 



-iHK- 



m 



^ 



CL. 



PL- 



^^p 



Bbsthotbh. 



e. AndLwnU, •#- 



i@ 



" V I 



^f^W 



Elrl-. 
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8ciniB.irr. 8. Xy 



w 



A-minor. I 

See also, Ex. 86, No. 17, first measure. 



107. Adjacent scale-steps may be oonneoted by the intermediate chro- 
maHc tone (where the space is a whole step). Snch chromatic passing-notes 
actually corroborate, in origin and purpose, the Altered scale-steps (Chapters 
Xni and XIV), and are therefore more common in ascending, than in de- 
scending, succession. They differ in effect from the Altered Steps, which are 
essential tones, in being more transient, and therefore obviously imessenHal. 

For larger spaces, alternate diatonic and chromatic passing-note^ may 
be used in immediate succession in the same direction. For example: 



1. Adagia. 



Bbxthoyin. 



Ez.105. 




BBBTHOVm* 



0tt« V K^x ..xxx x^^^i-SfiS ^f^~±t:^ 


bP iM 


r r^ ! 1 ' ' ' ' '' ' ^\\ 


L£)2 — ULLdM 


\ '— — D 



4. AUegretto. 

X (Ex.109) X 



•^ ^* ^r — ^x ^x 



(Ex. 115) 



dl. 
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i 



tf — *- 



U* l '' l^ ' tf 



^ 



BasT. 



:?==?: 



-»-^ 



ti^t 



i 



O. X«nto. 



DbL 



Saisi-Sakhs. 




See also Ex. 75, No. 7, meAanre L 



108. Ab the fonrih is the widest interval that can oocnr between oon- 
tignons chord-tones (namely, from the chord-fifth to the Boot above), it 
follows that a line of intermediate passing-notes, inserted between still 
larger skips (5th, 6th, 7th or 8ve), can not consist exclusively of inharmonic 
tones, but most contain one or more chord-tones, also. The effect of the whole 
conjunct group, however, will be that of unesserUial tones, especially in 
swift successions; and as such they are to be regarded and treated. For 
illustration (the ' harmonic " passing-notes indicated by x in parenthesis) : 



X.AUegr 



Ez.106. 




BBBTHoyxN. 9. AUegro, 



BBKTROyXN. 



•^ X 00 X " 1^ 



V»- 



X (X) X 

E Y T (X) X (XhX) I 



3. Vivaee. 





BSSTHOVBM. 
X ^TN 



^^ f: £ ± g ^ ; ^ 
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4. AUegretto. 




^^ 






L 



I V L 



(UO) 



^h" ..l^V rr ' r^ ^ 



♦ 4L 



Bkithoven. 



i 



f — ^ 



(obromatic passing-notes) 
IV 



5« Pre«to. 



r n I7L 


X 00 X 




X (X) XX 






-fea^c ^-.=^9- 


H » * gr=r=?^ 


li 


1 5ft 


LJU2_:^ : 




L^ 


^ ^ ^ " ' 


' — 





Ah I. 



^ ji#^ ^ffHi^^ 



j< iff I 



2: 



I 



10 9. The device of tone-repetition, employed thronghont the foregoing 
lessonsy may be applied even to passing-notes. Such repeated passing-notei 
are best when they are of sufficient tune-valne, and importance, to be partly 
** essential '* in effect. Thus: 



1. AUegro. 



Er 107. 



^^ 



Schubert. a. Andante con 

(1106) 



-^w 



S d S 



^^^m 



a L. 



S I- 



X X 



SCHUBIBT. 



I 



d^mS 



n~ i I 



nryi^TS 



I : v» 



w 



3. AV9 moUo. 



di Ul IV V 



Saw. 



i 
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4U Presto, 



CI 



Chopix. 



X X^ 



I 



CS. AXUgn. 



tl^^^^SJU^ 



Bkbthovbn. 



^^==?= 



i 



_# ^ 



±i=t: 



^^ 



«v«_ 



[LESSON 27. 

A. Former melodies^ to be embellished with occasional passing-notes 
(diatonic, chromatic, and repeated), at skips of any size, but with strict 
regard to a sensible rhythmic result, 

3* New melodies, with direct application of these passing-notes. The 
material of former lessons mnst be remembered, and employed. 



CHAPTER XXVII. 

NEXGHBORXNG - NOTES. 

no. (a) BxTiiB IV. — ^Any essential tone in a simple melodic line, or a 
weighty tone whether essential (harmonic) or not, may be embellished by 
placing either its higher or its lotoer Neighbor be/ore it, 

(h) Very frequently the essential tone precedes^ as well as follows, the 
neighboring-tone, thus constituting an embellishing group of three tones 
(i. e., the essential or principal tone and its recurrence, with the upper or 
lower neighbor between; — or, in other words, the neighbor inserted between 
an ordinary tone-repetition). 

(c) The group may assume almost any rhythmic form; either of the 
three tones may occupy the accented fraction of a beat, and the Talues are 
optionaL But the simplest, and by far the most common form, is that 
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Ex. 108. 
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belong to the same beat, or rhTthmxc gronp. 




MsentiAl — _, — 

tone — embellished with neighboring-notee (oU 



i 



Awkward rhythm : 
> ^ 



better: 



i 



m 



t=x=^=F=i 



r-n'4 ^ =f^^ 



^ 



S 



tone-repetition, embelliahei 



irreg. rh3rthmt 



f~r~y> i r- [nuTiTT~inn^^^ 



i 



l^^tq^FFFR 



1 



# r f 



I I I 



S 



#=?E 



-«tc. 



111. The difference between the Neighboring-note and the Passing-note is, that the 
former tum» hack into Us oum principal tone, while the latter pa$$e$ on into another 
essential 'tone. Compare Ex. 103, No. 1, with Ex. 108, carefully. In other words, the 
embellishment with a neighboring-note InTolyes only one essential or weighty tone; the 
passing-note, on the contrary, always InTolyes two different essential tones. The former 
is therefore a local embellishment, tiie latter a progreseive one. 

112. Whether the npper or the lower neighbor is to be nsed, depends 
somewhat upon the location of the foUowing tone in the original melodic line. 
The mles are: 

(1) If the formation of the group is to be Regular, the npper neighbor 
is taken when the next tone lies below; and, vice. versa, the lower neighbor 
when the following tone lies higher; — or, in other words, that neighbor is 
chosen which lies oppoHte the coming tone. In this way, the impetus 
imparted to the final tone in the group bj its embellishing neighbor, carries 
it natorallj toward the next tone. Thus: 



Ex. 109. 




deeoeuding line» emb. with upper o. ascending liu»~ emb. with lower o. 
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m 



^ 



^^1 



-i-P= 



-I I I n 



m 



Zenio. 



f^p d ^ f 



nf—i—r 



m 



m 



exceptional- 



i^d J ^ -^ 



a-minor 



Chopin. 



^i^j—nu J3 



^ 



IP — •— ^ 



-r— 



Or (2), in a series of such groups, each maj be turned the same way, 
irrespective of the direction into the next essential tone. In this case, some 
of the groups will be Irregular, — but their irregularity is counteracted, as 
usual, by ** uniform recurrence" (par. 66a). For example: 



Ex. 110. 




original line- 



em bellisbment- 



Irregular, but uniform : 



^S 



'T=P= 



^-^ 



^ P 



^^ ^ fJl^JTto ^ 



embelliahment uniform- 



rt^rr 



• • • 



^:)a±±j 



* f ~^ • 



*A * 



0-m%|or. 



o 




D-mi^or. 



emb. regnlar- 



3. windonte. 



^^ 



Mozart. 



(i P 



-^ * ^ 



=it:^ 



i 



etc 
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HOZABT. 




N. B. — In an}r case, the rhythmic arrangement of sach snccessiTe (or corresponding) 
groups is almost certain to be uniform. 

113. Further, ihe'tiouaian of the neighboring-notes is subject to the 
following roles: 

(1) The upper neighbor mnst always agree with the line of the prevail- 
ing scale. Thus: 

??? 



Ex. 111. 



^^^p^p(^^^ 



Upper o, dti ia C. F, G, &2, Alao in e minor 
Eb migor and o, a, g-miuor. (lowered 7tli Step). 



In At!, Db-m%)or 
and bb, f-minor. 



IS 



m 



e-i - *-i. 



m 



-o ' * ^ z ^ i s 

o o 



^ 



C-major, throughout.- 



i^ ^=^ws^rhW >^ii>^u77ij7i 



Afr-major, throughout.. 



$ lLnt ^^ ^^^g^g;g 



c-minor, throughout. - 



E-m^Jor. 



(2) The lower neighbor may also agree in notation with the line of the 
prevailing scale, and in melodies of a serious or stately character (or when 
the neighboring note is long) it does so. But ordinarily, especially in 
graoefol or rapid melodies, the lower neighbor lies a half -step below its prin- 
cipcd tone, irrespective of key; — excepting when the principal tone is the 7th 
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scale-step (the Leading-tone), for which the lower whole step is almost always 
chosen. Thus: 



Ex.112. 




Prohably thus In every key coa-- 
taiiiin); g. excepting AIZ-nii\jor,- 
wliere it is the lieudiug-toue :- 



9. Lento, 






^S 



Ah- 



Somewhat nnoommon.. 



i 



v« i 



i^ 



-^2-i- 



i 



3. AUegro. Vs 



^imm^ ^ ^^ 






i 



More oommon, and less misleading. 



A, Moderato, 



«+(Ex.7«) 




pm? arTf^W ^^ 



g-minor, throaghoat- 



LESSON 28. 

A« A nnmber of simple melodies in uniform rhythm, (from the first fire 
lessons), to be embellished with 3-tone gronps, as shown above. 

Thej may be applied to an occasionfid single tone, in which case the 
rhythmic effect must be guarded; if tmaccented beats are broken, the rhythm 
will be regnlar; if irregular, from any canse, the rhythm must be rectified 
by "recnrrence." 

Or the groups may appear continuously, L e., at each tone throughout 
the melody, generally excepting the final (cadence) tone; this will constitute 
a * ' Bunning part. * ' 

B. New melodies, 4 and 8 measures, in yarious species of Measure, 
major and minor alternately, with special reference to the 3-tone group. 
The material of former lessons must not be neglected. 
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CHAPTER XXVIII. 
NEIGHBORING-NOTES, CONTINUED. 



114« These, in a sense fundamental, embellishing groups of three 
tones, may be enlarged to four, five, six, or more tones in many ways: 

(1) By adding to the 3-tone gronp (either before or after) any tone 
which belongs to the chord-line of the essential tone. Thus: 



1. Four-tone pronps: 



Ex. 113. 



L^JM 



'Ep 



71=0^ 



5^ 



C X throughout. 



Si 



^^ 



^ 

•/ ^ 



4 — 4- 



j=Fe ^ 



^m 



a. Allegro. 



oiig. form- 



Brkthovew. 




^^^m 



later on. 



C I 



CZRBNT. 




(2) By adding b, passing-note (before or after). 

N.B. — ^Review par. Ill, in reference to the distinction between neighboring and 
passing-notes. And bear in mind, while studying these somewhat confusing forms, that 
every neighboring-note must be preceded, as well as followed, by its principal tone 
(par. 1106). 
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For illustration 
1. 



emb. in 4-tone groups. 



fix. 114. 




oiig. 



i 



m 



3. 



emb. 



! I I f^ ^- ^v 



tp=#- 



^^^^^i 



±=t 



orig. tones:. 



C L 



X 

IV. 



X o 



3, Allegro, 



Bbbtrothn. 




D L 



, AUegro, 



Bbbthoyen. 




(116) 



(3) Bj inserting first one and then the other neigliboring-note between 
reiterations of their principal tone. 

This will resnlt, at first, in gronps of at least five tones— which maj 
then be enlarged, preciselj as shown above. Thus: 



1. 



awkward rhythm- 



Ex.115. 



^f^^ f^^ f ^ ^^rm^ 



5-tone groups. 



i 



S. SlUgro. 



Wbbbb. 



^l ^,-^i—. U- ^ 



o ^ '^ X •• 

-£3T^ ^- 



JUZ^C 



^1 



5-tone 



fibi- 
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S. AlUgretto, 



CHOpnr. 



P5 



5=^ 



F^^ ^-FTp i 



2=^ 



H 



6-tone 



• I- 



V^- 



L- 



A, Lento, 



M 



'l=E=t±d^ 



» 

' ' i ' 



t=(«= 



4 s '' 



:3=f=MZ^=fl 



'^=^^ -r-^ 



5- tone 



AV- 



F*lt^= 



^ 



Clememti. 



E§ 



=i=:f=ii 



^^ 



^SE^^^ 



i 



(M).C 
a-minor- 



O. Allegro. 



BBBTaovsw. 



m 



irJ-hi \ '<^ \-^^J^. 



i=^ 



i 



F 
O. AUegro. 



Chopih. 






y. Pretto. 

J 



(Ex. 1 13) _ (Ex. lU) 
X 




8. ^R«ir<>* (^z. 113) 



Beethoven. 



•^ 6-tone , ' I ' : "i^— I 



CV- 



O. Allegro. 



(Ex. 114) 



Beethoven. 
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cjv. 



later: 



Chopix. 




CJV. 



(4) More rarely, by repetition of the neighboring-note (similar to par. 
109). Thus: 



1. Andante. 



Ex. 116. 




J3. Lento. 

■A 




^ 



^^ 



J^ 



Chopin. 



=»=ici: 



S=" =B 



EI_ 



V9- 



3. Attegro. 



Chopdi. 



4:. AUo.mod, 




F|I 



E#= 


N.B. 

1 1 1 1 1 X 


--mr J^ f 






-f — f — 


=p3 


=#= 


# d d d d # 

o o o o 


-^-1— ^-t;- 


;i=f=i 


1 T r 1 


L L L- 


-1 



i=fg 



Beethoven. 



O. 



^^^^ ^^ 



q?=!t 



=«=P=F 



i 
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LESSON 29. 

A* A few former melodies in uniform rhythm, to be embellished with 
these larger groups, — either at occasional single points, or throughout, as 
indicated in the preceding lesson. 

B. New melodies, with especial reference to these forms of embel- 
lishment 



CHAPTER XXIX. 

NEIOHBORING-NOTE AS APPOGGIATURA. 

115. The neighboring-note, instead of appearing thus between reitera* 
turns of its principal tone, may, moreover, be placed simply before the lat- 
ter, — preceding it only, as prefixed grace-note, and forming an embellishing 
group of bat two tones (compare par. 110 a and b). In this connection it is 
oalled an Appaggiatura. Its details are subject to the rules given in 
Chapter XXVIL 

(1) The rhythmic form, and the location, of the 2-tone group are op« 
tionaJ; but the appoggiatnra is most commonly placed upon the accented 
fraction of the beat (like the suspension, or the accented passing-note, and, 
like these, changing the original location of the essential tone by shifting it 
forward); and the appoggiatnra is quite frequently longer than its principal 
tone. For example: 



Ex. 117. :i 



i ffrut jw ^rmmw^ 



essential emb. with Appogg. accents 
tone 



I 



a. AVUgro. 



W^- \ I I ' 



^•n 



o ^ 



-^— h- 



g 



Hatdn. 



#-^- 



i 



orig. line- 



1^' L^ '*J --' l-^kLg n* 



later (accented App.) 



3. AUegro, 



m 



n 



MOZABT. 



4:. ACUgro. 



p^ 



ifct: 



orig. line~ 



emb.. 



or!;;. line- 
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_..^^^— emb 




O. Allegro, 



is 



4- X ^. 



:pr. 



^i=t 



± 



O-s ^ 



^ ' I I r r r 1 ^ 



^^Ef 



original line- 



emb. (unaccented App.)..^ 
Cbofik. 




O. PreHo. 



(ace. App.) 



^ l H.v ^l~r! J J ! I i>«l J-4— [— 1 J J J J J J I 

f-minor. v7^ . IV ©V* 



Brbthoven. 




o*min. qVI^ 



r. Xento. 
original line (38c). 



emb. (onaco. App.) 




SCHUMikNH. 



8. ModertUo. 

orig. line (38c). 



^ b-mlB. * * A niaj. 
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O. Attegretto. 



^ 



# « I* I * 



y » ^ { 



r T 7 r 



• V 



N.B.- 

.cn — 



IV- 



aU. 



SCBUMAHH. 




10« Allegro, 



Hendbusohh. 



•^^ "^ X ^ X X N.B. ^ X ^ X ' N.B. 



X 'oc X 

E V tbroaghout 

11. (ctrntinnation of Ex. 105. No. 5) Lento, 



JfMr- y J i j.*|jr[ i '''i*|i i f i ^ 



I 



Db orig. line- 



emb.- 



iS 




^^-h- : ^r^ l ^B 



i y.t J r r^Ofh-^^ ^ 



Saint-Sabns. 

8. 



i 



#> I r^ 



19. AlUffro. 



M 



Brahms. 



-^^ • j ^J i J I I 



G-m^jor. 



mod. rep. 



(2) The clioioe between upper or lower neighboring-note, as appoggia- 
tnra, may be determined, primarily, by the rules given above; — i. e., either 
according to the direction into the following essential tone (see Ex. 117, 
Nos. 6, 7, 9 and 11); or in uniform figures, as in Ex. 117, Nos. 2 and 8. But> 
in practical composition, the utmost freedom is exercised in this choice. 
In general, the upper neighbor is the more common. The greatest influence 
is ai^parently exerted by the location of the preceding tone; for instance: 
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An upward^ movement (especially with a skip) is nsnally made to the 
upper appoggiatnra; and a downward progression to the Unoer one, — of the 
following tone, of course. This simply corroborates the mle given in par. 
28 a, and again in par. 75 c; i. e., the appoggiatnra in best approached (from 
(my distance) in the direction opposite to that of ita ReaoliUion (its obligatory 
step-wise progression into its principal tone). For illustration: 



Ex. 118. :fc=i 




esBential tones. 



possible, bnt misleading: 



|rT-rpr^^!!^pjTz^ 



B. 



^m 



- or # 



-best thus, with- 
-Jotoer neighbor:! 



essential tones. 



E 



possible, bnt misleading: 



^^m 



^^ 



This mle prevails almost throughout Ex. 117; the only exceptions ocour 
in No. 5 (second measure), and in No. 8 (second half of each measure). 

(3) The notation of the appoggiatnra is defined eosactly according to the 
rtlles given in par. 113 (Exs. Ill and 112). 

(4) The presence of an appoggiatnra justifies exceptions to the mle of 
successive skips in the same direction, given in par. 31 (Ex. 25, Nos. 6, 11, 
12, 13, 14). For example: 



Andante. 



SCBUBEBT. 



Ex. 119. 



i 



r 



m 



m 



FI- 



VT_ 



i 



See also Ex. 121, Ko. & 
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LESSON SO. 

A. A number of former melodies, to be embellished with the appog* 
giatnra, in 2-tone groups; either at single points, or at each tone throughout 
(in melodies of uniform rhythm). 

B« New melodies, 4 and 8 measures, major and minor altematelj, in 
various species of Measure, — with especial reference to this form of embel- 
lishment. Former devices must be borne in mind and employed. 



CHAPTER XXX. 



DOUBLE-APPOGOIATURA. 



11^ (a) In a similar manner, and with similar, though much height- 
ened, effect, both the upper and lower neighbor may successively precede their 
mutual principal tone, as Double-appoggiatura. The first appoggiatura does 
not progress directly into its principal tone, but passes first over to the oppo- 
site neighbor (of the soTne principal tone), thus producing a new variety of 
the 3-tone group. Compare Ex. 108; and observe the distinction between 
this use c^ both neighbors, and that illustrated in Ex. 115. 

For example: 



Ex.120. 



i 



fc 



1^ 



I 



essential tone emb. with Duuble-appogg. 



fb) As usual, the group may appear in any reasonable rhythmic form; 
either of the 3 tones may occupy the accented fraction of the beat or rhyth- 
mic group; and the time-values are almost wholly optional. The details of 
treatment conform to the rules and illustrations of the preceding chapter. 
For example: 



Ex.121. 




orig. line.. 



(112-1) 






tEi 



i;^ 



=^ 
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-#-t- 



a 



9-T- 



m 



n — r- 



-I ^' 



-■f L . 



-b— ^ 



9. Fi«a««. 



^ 



1^ 



f-'-i, I J i ^ 

t 1?^ ^ d # ' 



^rri — I 



•7 I 



FL- 



i 



zi 



o !?-#. 



CHorm. 



^ 



i 



d I- 



3. Allegro, 



Bkethoyir. 




^^ J I ? B p j =i ^^-'^ ! r r I r ^ 



Abi- 



EkVT. 



4U Allegro. 






Bbbtbovbn. 




G V» 
orig. line- 



emb*. 



Verdi. 




6. Allegretto. 



Eb I V etc 



8CHUBBKT. 



^-l>ter;-t|J ^j » 



J I l ^ g . 



*r 



-*i — •- 



=t=F==^ 



i 



etc 
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7. AUegro. 



Chopin. 



#'•■ "^ I T • ^^!^£fe^=^ ^i 



rti- 



8. AlUgro. 



Chopin. 



mtM^ n T-iiji^,. ^ i r nn 



Db v I 

117. Very frequently the Donble-appoggiatnra is preceded, as well as fol- 
lowed, by the principal tone, thus extending the figures shown in Exs. 121 
and 108 to a new species of four-tone group, which is one of the most con- 
venient, effective and common forms in the entire range of melodic embel- 
lishment. The reiteration of the principal tone is separated by both the 
upper and lower neighbor in succession, — ^in either order, and in any rational 
rhythmic form. Thus: 




Basential tone— «mbellUhed with interposed Doable-appog. 
irregnlar rhythm 




M 



'■"^ I f r ^ -f^ 



^^ 



:^sa= 



? — y-r 



-- —J: 



9. AlUgn. 



m. 



^ 



BnTBOTBN. 



^ 



]g~7~7>" 



±±^^=±: 



f L- 



V»_ 



3. AUtgro* 



^m 



F I- 



^ 



^ 



m 



Bbbthoybm. 



^5E£ 



V»- 
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^ AUegro. 



Bbbthoven. 




O. AUegro, 




DL 



SCHUMAKM. 




7. ilfufonte. 




8. ^ggyrrtto. 



Bbrhotih. 




BhL. 



VT- 



(120 a) 
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118« In rare instances, the number of these interposed neighboring* 
notes is increased to ihreey by returning to the first appoggiatnra before 
passing on into the essential tone. Thns: 



Ex. 123. li 




Essential tone— emb. with Triple-appogg.- 



emb. OoO OqO O^ ^^ mmm^ mmmmm 



Original line- 



CI n- 



IfOZABT. 




. u w wo ♦ li" .^ JL,m. ° .A. 



aL- 



3. AUegreUo. 



Waltb. 



^ ^=iiz t 4 2ii-i-Ui-XU\^-f-Ui , 



CL 



4L. Moderato. 



RuBiNBTxnr. 




S. AlUgro. 



SCHUBBBT. 



^^s 



ip;;^* 



=p=^ 



-^ — ^-3f3F=*=+=^ 



i 



Ebi- 



,4 




H h 



■ g * 



Original line- 



Digitized by 



Google 



EZBB0ISB8 IN MBLODT- WKITIMG. 



105 



liA 



emb.. 



i^^N 



C5^ 



-K J i 



B-mi^or/ 



M 



Bbahmb. 



m 



^ T i l r ' f , c / i ^A ,^^ ^^ 



w 






LESSON 81. 

A. A number of former melodies, to be embellished with the Double 
appoggiatura, in the 3-tone and 4-tone gronps above illustrated; either 
occasionally, or continnously. 

B. New melodies, 4 and 8 measures, major and minor, in varions specia 
of Measure, with special reference to this form of embellishment 



CHAPTER XXXI. 



APPOGGIATURAS, CONTINUED. 

119* The Donble-appoggiatura sometimes appears in connection with 
the Suspension, as ** indirect Besolution " of the latter. The Suspension, as 
is made manifest in Chapter XX TIT, is always a neighbor of the following 
essential tone, — because of its invariable application at a step-vrise progres- 
sion,— either above or below. Hence, it may be regarded as an appoggia- 
tura, and be conducted first into the opposite neighbor, before the essential 
tone follows, precisely as shown in par. 116 a. For example: 



1.CI 



B., direct Resolntion. 



Sz.124. 



m 



^ 



*8. 



XaaentUd tones— 



Smb. 
3. AUegro. 



^ 



m 



:?z= 



Indirect Resolation, C Y 
as Doable-appog. 



i 



IS 



A — *-M2" 



^ 



Bbbthovkn. 



^ 



p& 



AkV- 



V»- 
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i^H 



^.AUegro. 



w 



m 



^^ 



Original line- 



emb. 




120. The strict rule of the neighboring-note, as seen thronghont the 
preceding chapters, is, that it must be followed by a step-wise Resolution into 
its principal tone, — either immediately, or after swinging over into the 
opposite neighbor of that principal tone. 

(a) k pecnliar, but quite common, exception to this mle is, that the 
upper neighboring-note, after properly following its principal tone, may 
lecp down a 3rd. In other words, — the upper neighbor may intervene be- 
tween two principal tones that represent a descending step-wise progression. 
The result is best when the principal tones are both harmonic; but it is 
applicable to any weighty tones, even when one, or each of them, is a pass- 
ing-note. 

This, — ^the "Unresolved," — neighboring-note is always unaccented^ and 
usually short (like the anticipation, which it most resembles in origin and 
character). Thus: 



better: 



.125. 



^ 



^ 



m 



CI V C I- 

XuMitUItoDea — 






i 



^." 



emb. with the Unresolyed neighbor (upper)-> 
a* AUegro. 



ij, f"'r \ ^-..^^^ CLui^kuz 



^ 



el- 



W^ I 



BBRHOVUr. 



s 



?2= 



i 



-later; — j- 



3. AUegro. (seeBx. 123-g)- 



MOSAST. 
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^ AUegrttto, 



F ^ f r : -—.-= 1 



•! ■! I""J I 

* 'r-^-J — — I 




OrigiDal form 



i! 



N.B. 



Hatdn. 



^ 






T^Lr f 1 ^-^ ji 



Emb. (later). 




Bbbthoyxii. 



pb^^^d^^^ 



Original 



(b) If a modnlation is made during a step-wise descending melodio 
passage which is to be embellished with the unresolved neighbor, the latter 
mnst agree in notation with the scale of the following principal tone, — of 
which, as above stated, it is properly speaking an anticipation. Thns: 



1. Xaaentiiil tones- 



Ex.126. 



i 



^ 






:t 



i^ 



0^p~ 



a-minor \ d- 

or C-nuQor I 



L^ |> 



^^^ 



Emb. 



I d- 



9. AlUgro, 



^fe^ 



^ 



^ M— JJ^^ J.^3_ 



i ^=r 



f.minor- 



J L . 



bt- 



SCHUBBBT. 




Ex.76 



* Not bt^ unless the kej' remains (7 or a tbrOagboat. 



J L...., 
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(c) Much more rarely, this device is reversed; 1. e., the lower neighbor 
is inserted between step-wise ascending tones. The mles correspond to the 
preceding. Thus: 



1. Anianle. 



Ex. 127. :, 



•E| 



i 



' i m • ■'^ 



li—r^ ' f IV 



^J^^ S - ii^^ 



Ah 



M.B.- 



^ozanpipd 



^ 



MOZABT. 



m 



te 



-later :- 






ft- 



bboV»- 






4=a :=£ 



HATDir. 



i 



G I- 



(d) When the rhythm is uniform, and the tempo rapid, as in some of 
the above illustrations, these unresolved neighbors may often (not always) 
be analyzed as a Donble-appoggiatnra. Thus: 



Ex.128. 



fei,ii.r-^^-L^J J J 1 , 1 |^. =J^=B 



T 
I 



r 



ur 



n ■ thne 1 



Lj 



LESSON 32. 

A« A number of former simple melodies (including those of Lesson 24)^ 
to be embellished with Suspensions with indirect Kesolution; and with on* 
resolved neighboring-notes, as shown above. 

B. New melodies, with special reference to these embellishments. 
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CHAPTER XXXII. 
EVOLUTION OP MELODIC GERMa 



121« The application of these yarions classes of embellishments is apt» 
in many cases, to be determined npon some broader basis than the general 
pnrpose of ornamenting individual tones of a simple melodic line. 

The development or evolution of an elaborate melodic figure, or com- 
plete Phrase, out of two or three fundamental tones, by miscellaneous 
methods of embellishment and repetition, has been repeatedly exhibited in 
the foregoing examples; and while such products are not, as a rule, in 
advanced musical thought, the result of deliberate intention, they are none 
the less surely thus simple in their original germinal form, and mtist have 
existed in this simple form in the firmly established melodic habits of the 
composer, — even vrhen they appear to have issued spontaneously from his 
mind, directly, in their complete ornate and characteristic shape. 

This process of melodic evolution is so natur'al and so wholesome, and 
the evidences of its presence in classic melodic thought are so clear, so posi- 
tive and so instructive, that its systematic exercise is of vital importance to 
the student who aims to acquire habits of healthy and facile melodic 
conduct. 

The only rules are: that the fundamental tones (the germ) shall form a 
perfectlt/ faultless and natural melodic figure, at least free from extreme 
irregularities; and that the manipulation of it into an ornate Phrase shall 
be coherent, smooth, well-balanced (as concerns the rhythmic and syntactic 
exterior), and free from eccentricity. 

122. Hence, an ornate melodic sentence may conceal (perhaps so clev- 
erly that its presence may scarcely be heard, — tiiough it is certain to be 
felt) a part of the line of the scale; or the simplest elements of the Tonic 
chord, or Dominant chords. 

The following illustrations are to be very studiously examined and 
analysed: 



1. Greim (chord-line): 



Bz.129. 



E 



* — f 

BhL-. 



^ 



V»- 



AUegreUo. 




Digitized by 



Google 



liJ 



XZSBCISES IN KELODT-WKITIKO. 



i 



^ 



trid^* 



y-^*-* 



^^^^^^^^ 



5=gi 



BEKTROTUr. 




a. Germ (chord-line): 



Bbvthoyev. 



Vivace, 




CL- 



melodic evolntion- 



3. Germ (chord-lines): AUegro, 



SCHUBBBT. 




^. Germs (chord-lines): 



1^^ 



^ 



^ ^\^ 



-and: 



f-minor- 
iLndonte. 



7th 



^S^ 



8 TO- 



I i J. ! I I r-^ !=q 



f I V T. — I 



melodic form- 



^ 



. ' f > r 



9th 



9 7 o. 



I j . nd: X" ! * '"^* r ^ 



=^ 



F=t 



f V- 




i 



o 



Cropih. 



h ^ # r c 



^1 



I I I 



(120 a) 
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5. Germ: Allegro. 

J: 

BE 



^m 



^ 



f ; i>-T=u:;=;.r~r '-t-^- ^^ 



^ 



S3E 



e I melodic form 



1 r 



v-p--^_^_j;rr;r' > • 



Chopin. 



■P ' I (M,/^"^^ i ^T— r-i| uj^' Ji* ; II 



e. Adagio. 
. Germ: 




meL form 



^ T^rj; f t"' yLgr-'rT^ 



r A- /- 



Bbbthovbn. 



r ^"r k-'imfW^^ 



m 



V* Germ (chiefly scale-line): 



SE 



Eb 



AUegro. 




- fek^_j^j ^ 



fiBETHOTKN. 



I 



> J t' 



* * * ^ 



eJ al 



8. Germ (oomplete scale): 



m 



¥ 



^3E 



=t=F 



-zzt^ 



J 1 



^ 



c 

AUegro* 



Bbahhs. 



m 



fi ^ ^ 



^ 1 ^ ;' r f 



il 



[J r » 



melodic form- 
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O. Germ (chiefly scale-line). 




AXUgro. 



^/j J | :=iC=|J 



:p=etc. I i^ 1 ^^ 



s# — # — #- 



Melodic form- 



Bbbthovkh. 



l^^h'-^i^Tt^' J • •^ ' '^=^ i [rfjtr^ ^ 



11. Qrvtm (modified scale-line): 



F*:* 



IJ^ 



^ 



^«-i- 



S 



I I ^=i==?i- 






cl V fV I cIV» IIVV I 



AUegretto, 




Melodic form. 



Beithovbn. 



x%<t.\ *.jaht < r I ,. j-6T^ 



■■ ^\^^ \. 



I 



^iPE£3^3E^^^ 



- d ' # 



119. Germs (scale and chord): 



^ 



I I .1 I , I . t^r I I T I 



; N i t|J 
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AlUgroattai, 




^S 



13. Germs: 
chord 



scale 



ISZ 



T^zmzzd)-. 



f — ^ 



^ 



AUegro. 



w. 



t. t. 



^tt^+-H 



^ 



* — • • F 



fe=t: 



^^ 



Melodic form (expanded to double measures). 



SCHUMANIT. 



y' r i r 



a 



f^ \ \ ly l ,^ i-IXl^ p l 



14L. Germ (descending and ascending 3rds): 



S 



nrh^ 



F=t^ 



ilKtyro. 



i 



:P=Ft 



^ ^ fir ^^ 



^^^ 



Melodic form. 



i 



fc^ 



1 



Bbahmb. 



^ 



7 r r ^ " ^ ^H 

—I — I — I — I — a 



SE 
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15. Atteffro, 



tfe i=^^3±^ 



4 rn ^F?^ 

■S d -m — J 



r f 






3^ 



* * * 



m 



BSBTHOVBN. 




L T f r f 



le. AUegretto, 



r 



jij- n \ n i^i- p' \ 



r 



a-minor. 



r 



^^J^ 
^^^ 



I wfi ^' f^ . n J ,^ 



T= 



.r <««>'i' 




^^^eB 



*r y- r . r f • ?: f 



17. AUegretto, 







Bbahmb. 



f r f 




123. Such simple germs, derived directly from the scale, or from some 
primary ckordrline^ are,— -like the soil,~oommoii property, open to the use 
of all humanity. 
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In the dunce of these germs no originalitj can be exercised, or proven, — 
merely common sense. 

But their manipukUum, — ^the method, and the extent, of their embel- 
lishment and development, — exhibits the individudiUy of the composer^ the 
particular qnality and calibre of his innate musical susceptibility, or the 
degree of discrimination and " taste " that he has acquired by persistent and 
thorough exercise of such established technical methods as those expounded 
in the present treatise, — ^that may possibly lead onward into yet undiscovered 
modes of treatment. 

This is one of the most obvious and natural phases of the apparently 
occult, but in reality very manifest, Science of Originality. 



LESSON 83. 

The evolution of complete, ornate and characteristic, melodic sentences, 
4, 8, 12 or 16 measures in length (major and minor alternately, and in all 
species of Measure), out of simple germs, imitating the melodic and rhyth- 
mic methods shown in the above example. 



CHAPTER XXXIII. 

MELODIC EVOLUTION, CONTINUED. 

124. Further, the application of these embellishing processes may 
serve to disguise, or to heighten the effect of, Bepetitions, Sequences, and 
Becurrences of former figures or phrases in general. Beview the text of 
Chapters X and XI; see Ex. 100, No. 3; Ex. 106, No. 4; Ex. 115, No. 10; 
and examine and analyze the following, thoroughly: 



1. AndanlU, 



Chopin. ^ 



Ex. 130.^^^^ 



=t=at 



fi_ 



v»_ 



U\L!J [I±£Si l 



mod. repetition 




modified repetition- 
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3. AlUgro, 



SXEBCISB8 ZK UELODT-WJUTIMO. 

mod. repetition. 



Mcrira 



-i»- 



±±f=3tZ 



ZSIZX 



Db original melodic lioe. 



-^- 



-f * # 



later:- 



-# — r 



-i^ — ^ 



modified recurrence- 



^Si 



^J-^ 



-^^ # ^ 



^ 



i^- 



^ 



CHornr. 



8 J # I I 



^^=F=F 



4L« AlUgro modercOo, 
(laoa) 



•^ — ^** — ^O ^ "i mnil rATMkMHAn 



original melodic line- 



mod, repetition.. 



Bbsthoybii. 




S. AUegro fnoUo. 




i 



fei 



original melodic phrase. 



^^^^-f^ 



Bkbtbotsii. 



m^^ 



^m 



]^ \ f later; 



^ ^ 



m 



^ 



*^-»- 



modified recurrence. 



OJOa) 




Ff. original phi 






<* * J "J 



modified reeorrenco. 
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■^s:!^=^ 



.ter.: 



zst=f==3t: 



i-q^ 



-^«^ LJ ^i!r1 



modified recnrrenoe. 



Chopw. 




7* Adagio. 






=^=g= 



# 



original phrase. 




g:stcJ:i»te,f^^^ ^^:^gfjP^^^^^ 



modified recnrreDce. 



Hatdh. 




?g^^ ff-«*'-H 



8. AUegretto. 




9tHlm, 



fS:^ 




Cbofdi. 
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O. Adagio motto. 



yr, r ^■-' I ^ ^^^^^ ir Lj f - v-^ 



Original phnae. 




modified reonrrence. 



^ L^^^^ i 'fe^ 




again 
?t er; g 






£:■» .^f ■«■■#■ a2: «. 




modifted reonrreDce. 






BBBTHOVm* Sym. 9. 




^ 



lO. XofV&^tto. 




^^3 



?:^^|g^ 



*•♦ 



^ 



* • # 



'A££ 




E^ 



B L. 



V»- 



modified repetition. 



g-#rrrf i fe 
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1^;^ 



5- ^-^n 



i^i 



^^ '' ^^^ '- • ' '^' - ' iii'i'ii iTi '^S^ 



^ 



=t=?l: 



a T 



F#lfi 



i^ 






•^ ^ £ 



Chopin. 



^^ 



^ 



i 



V» 



11. AndanU, 



AlUgro, 



I 



^^ 



$£ 



£ 



-Imter 



:* 



'H TT 



Original phrase- 



mod. re* 

HniDlIMOBH. 



^ J / ij'^ i r ^ 



P^ Pi 



^— * 



la. Adofia. 



eS§ 



J?^^g?^ 






Bbbthovbn. 



ijl l J.^J 



:3=:1= 



1 



y'ft i r 



3^ 



f f r- ^ 



Original fignre. 



disgoiaed aeqnenoe- 



13. (comp. iMhr. 121.) 



W 



r\ 



Adagio, uprenivo. 



i J'''jj jJi 



S 



S^^^^ 



B^ 



Germ (mod. aeqnenoe): 



J L. 



Ebl. 



Melodio form. 



W^ V ' i 



o-Mh- 






9th 



tj ^.^^^^fc^ 



I ! f0 1^ 



BSXTHOTBH. 



E^ 



-etc. 



i 



- IV 



* These tones represent a "passing-group" (109, extended), in sequential formation. 
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14. 

it 



m 



\ \ d J 



i^ 



Germ (aeqnenoe): 



-* Helodioform. 



i^^ 



MOZJLBT. 



^^ 



i 



lO. AlXtffro ffraeioio.** 



m 



^^5 



U 



Vnew/ 



]j .\j'-j n\i jijj'^ji 



P^4- 



A ^OriginalUpe 



.mod. rep. 



^ 



y= 



M.B. M. B. 



N. B. N. B. 



N. B. Brahms. 



I I ! 



^^^ ^^^m 



U J ^_^.! 



'mod. rep. 



I last flgnre. expanded., 



** This last inostration oomea under the head of " manipulation "in general; it is based, 
upon rAytJimtd modification than melodic embellishment. 



LESSON 34. 

A* Former, or new, 4 and 8-measure melodies, with embellished rep%- 
HHon. 

B. Melodies, of optional length, with special application of the modi-r 
fled (embellished) repetition, sequence, and recurrence. 



Simple harmonic accompaniment may be added, at the discretion ot 
the teacher. 
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CHAPTER XXXIY. 
MELODIC EXPRESSION. CONCLUSION. 

125. As stated in the Preface, the foregoing is a course of systematic 
exercise in melody ifiventiofif only, — not melody conception. For the latter 
there is, and should be, no other guide than the individual impulses of the 
maturing composer, founded upon, and controlled by, such natural and 
correct habits of mdodic thought as he may have been fortunate enough to 
establish in early youth. 

The transition from invention into conceptior is signalized by the in- 
creasing assertion of personal emotional impulscH {feeling^ an distinguished 
from thought), through which the element called Expression is instilled into 
the otherwise purely mechanical product, and the distinctions of Style, both 
individual and general, are created. 

126. The presence of this element of Expression is manifented by an 
independent inclination to discriminate between the following attributes of 
musical style: — 

(a) Between the major and minor Modes \ — the latter of which is 
more passionate and sombre, the former brighter and more vigorous in effect, 
as a common rule. 

(h) Between the duple imd triple species of fundamental Mhythtn ; — 
the former more sturdy, the latter more graceful. 

(c) Between rapid and slow Tempo, or degree of fundamental motion. 
This distinction influences, somewhat, even the technical formation of the 
melodic sentence; — in slow, or moderate, tempt, there is likely to be more 
«ca^ than chord-derivation; considerable ornamentation is appropriate and 
necessary, and much — even extreme — diversity of tone- values is possible. 
On the contrary, in more active or rapid tempi, cAor^-derivation is apt to 
predominate over scale-derivation, though rapid scale-passages (as embel- 
lishment by passing-notes) are by no means infrequent; less ornamentation 
is likely to appear, and diversity of time-values is more limited, i. e., the 
rhythm is more nearly uniform. 

fd) Between such conventional Styles as distinguish one class of com- 
position from another (i. e., the Waltz from the Nocturne, the March from 
the Barcarolle, etc.). These are subject to no other laws tiian those of con- 
vention, or popular usage, and are best learned by observation. 

127. All of these general qualities of melodic conception demand the 
more advanced discipline of musical Form, and can therefore be exercised 
only experimentally and briefly, at the discretion of the teacher, in the 
present course of melodic practice. 
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VOCAL SETTING. 

128. The most natural and wholesome artificial stimulus of definite 
and significant Expression in melody -invention, is that afforded by the vocod 
setting, or '* melodizing," of a line or stanza of text. The simply mechanical 
endeavor to follow and confirm, as closely as possible, the varying shades of 
poetic and prosodic (or declamatory) expression of the given text, is ccJcu- 
lated to arouse and develop the student's individual sense of Expression, 
and prepare for its untrammeled operation in the domain of absolute (instru- 
mental) music. 

129. The details of melodic effects, which find their parallels in the 
undulations of poetic expression, may be described approximately as fol- 
lows: 

(a) An ascending succession of tones, along the scale-line, indicates, 
ordinarily, an increase of emotional tension, or emphasis; a descending suc- 
cession, relaxation. 

(b) The effect of step-wise progressions is that of gradual and smooth 
change, — ^increase or decrease of the degree or stress of feeling. Whereas, 
when the tones progress in skips, either way, these changes of feeling are 
more abrupt and positive, about in proportion to the size of the skips. 

fc) The progression in chramaiic tones is more seductive or passionate, as 
a rule, than diatonic (i. e., scale) successions, and usually in proportion to 
their speed. 

fd) The changes in force indicated by crescendo and dimintiendOf arouse 
exactly similar impressions of increasing or decreasing volume or emphasis 
of feeling; the extremes of fortissimo and pianissimo indicate, respectively, 
utmost power or nearness, and utmost gentleness or remoteness, 

(e) Sudden changes of force {dbrupt forte or piano effects) corroborate 
swift, perhaps violent, impulses of em6tion; these may be emphasized by 
simultaneous sudden changes of register or pitch, — i. e., wide skips, the 
effect of which, as stated at b, is similarly abrupt and vigorous, 

(f) The musical sense of a tone is powerfully influenced by its location 
and value in the rhythmic group. If it be placed upon the accented beat, 
or if its time-value be increased, such musical meaning as it possesses 
(absolute or comparative), is brought out with corresponding force. And, 
on the other hand, its location upon an unaccented beat, or its contraction to 
a brief time-value, diminishes the effect and value of its musical meaning. 

(g) The definition of tonal meanings, and the bearing of the above upon 
them, may be roughly stated thus: 

The chord-root is powerful; the chord- third sweeter and more flexible; 
the chord-fifth soft and tender. If placed upon the accented beats, or 
lengthened, they impart these respective qualities to the entire rhythmic 
group in which they occur. 

The chord-7th and 9th, and the suspensions, are keen, conspicuous, 
and even obtrusive (in proportion to the degree of their dissonance); if 
accented, their effect is heightened; if prolonged, the effect of strain or ten- * 
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don is createcL Appoggiatnras are similar, but usually still more pro- 
nounced in effect. 

These, and other, distinctions may be tested in the melodic examples 
given in this book, some of which should be reviewed with special reference 
to the quality of Expression. 

130. The principal rules of vocal setting are: 

L That the rhythmic details in the melody should agree closely with 
the prosodic effects of the text; i. e., accented syllables and important words 
should be set to the comparatively accented, higher, or longer, tones; and, 
vice versa, unaccented syllables and unimportant words should be set to 
comparatively unaccented, lower, or shorter, tones. 

n. That the emotional contents of the text should be corroborated, by 
consistent employment of the distinctions of melodic expression above 
explained, 

m. That notes set to separate words or syllables must be detached, in 
notation; while two or more notes set to one word or syllable must be con- 
nected, either by beam, tie, or slur. 

The following examples briefly illustrate these rules. The pupil may 
And numerous others, in English Oratorios, Cantatas, Anthems and Songs. 
(L e., composed originally to English words): 



£x.l31. 



I 



1. ReeUaUve; pathetic expression. 
ModercUo. 
mp 



^ 



m 




Largo, 



=¥=^ 



BaVdel. 



i 



f-minor. Thy r$ - buke 



hath bro - hen hii heart. 



3* AUegroj Joyons, rigorons expression. _ 
f , ereee. 



. Hahdbl. 






Sh-mi^or. Re-joioel Be-jaioet Be-joioe great -ly! 



Ex.133. 



3. Andante; graceftil expression. 
mp 




J^JLt. 



Ilj r":^'" '^1 1 ' J ^' L " ' '''I 



hane - ed 



the charm-ing tight, m 
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Hatdh. 



U J' i-\i-rH 



the charm • ing tight. 



LESSON 33. 

The melodic setting of lines, and of brief stanzas, from church hymn- 
books; or from the Psalms and other parts of the Bible; or from secular 
poetic writings. At first, a few exercises in Recitative form, i. e., not strictly 
metrical. Afterwai'ds, very numerous studies in metrical Phrase, Period, or 
Double-period form. 

After correction and approval by the teacher, they may be harmonized* 
or provided with a simple instrumental accompaniment. 
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